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Abstract 
Music, the order of sounds, has its social significance in society's channelization of 
noise into consonance and harmony. Through understanding music, one gains 
insights into the political economy of the operation of an orderly society and its 
fragments, i.e. the subjugated dissonant voices. 
By focusing on the rock band Blackbird, this study is an exploratory attempt to 
illuminate the subculture of local politically active rockers. At the hardcore, it is to 
do with the strategic efforts individuals, living off the fringes of the mainstream 
society, endeavor to engage actively in this marginality for a pursuit of subjectivities 
unaccommodated by the on march of capitalist modemity. Through music, this 
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fruitful for my own life-enrichment. I leamed a lot from the people I've met, the 
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"[L]ife is full of noise and that death alone is silent.” 
—Jacques Attali, Noise 
Life is full of noise indeed: noise of eating and breathing, noise of socializing and 
rejecting socializing, noise of working and having fun, noise of streets and households, 
noise of wars and negotiations, noise made to invoke some and silence others…… 
Noise permeates social life. The making, sustenance, reproduction and muting of 
noise are always contextualized activities coded with social and political meanings. 
The demonization of particular sounds as noise, henceforth 
uncivilized/chaotic/body/disturbances to social order; and the appraisal of some as 
music, representing civilized^order/mind/transcendental and ritual, are primordially an 
ideological construct. Profaning the deification of music does not strip it of its 
spirituality but gives it human relevance and energizes it with social force. 
Sounds and their arrangement signify the pattem of society. The vocation, 
definition, appropriation, audibility, ramification and durability of particular sounds 
all illuminate the power disparities in our society. Music, the rhythmic ordering of 
sounds, is itself a process of channelization of noise, as Attali maintains (1985), and 
its circulation echoes an affirmation of the possibility of an imagined community. 
Growing up for many people, as Frith (1981) puts it, is a musical experience. Music 
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constitutes collective memory and henceforth organizes experiences of social life. 
Music, and the act oflistening to it, is itself political. 
This thesis is about music and its politics. The studies of popular music have 
always been kind of subjugated knowledges in music schools due to its "vulgar" 
unorthodoxy (see Shepherd 1991 for an excellent critique). The Birmingham Center 
for Contemporary Cultural Studies has contributed tremendously to its legitimate 
status in academic institutions. Their studies of the working class's identification 
with subcultural practice capture the interweaving importance of popular music and 
political resistance. However, their works suffer from a romanticization of resistance. 
By denoting resistance in the subjects' reappropriation of symbols in the cultural 
market, they have depicted resistance at the imaginary level and ended up self-
defeatingly submerging the rebellious spirits in the omnipotence of consumer 
capitalism. This study is intended to reinstate the importance of concrete resistance 
in subcultures. The staple of my thesis revolves around the local group Blackbird, 
which is committed to overt political struggles for liberation from social tutelage. 
Blackbird, as an independent political rock group, is excluded from the local 
mainstream music terrain. It inhabits a site of marginality. Its active engagement 
in this marginality tells the possible ways of vocalizing subjugated knowledge/noises 
in the lived milieu of power relations in Hong Kong. 
There are several underpinnings of my thesis and concerns over these 
underpinnings have pulled together the following hundred or so pages. One of these 
concerns is about the empirical understanding of marginality. Academic attention to 
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marginality has catalyzed a proliferation of works on the cultural constructions of 
domination and the politics of difference. A vast amount of distinguished works 
spawned from cultural studies and postcolonial discussions. My thesis differs from 
these works in its insistence on understanding marginality as lived experience, rather 
than reducing it to just discursive practice or textual hermeneutics. The latter 
attitude, as is fervently disavowed, would lead to depoliticization of real social 
relations and end up overheated in a radical head topping a conservative body. 
Music, immaterial as it is, materializes human desire and pleasure and the control of 
music consolidates the mapping of material power relations. The utilization of 
music for resistance is as in need of substantiation as the hegemonic process itself. 
Many of postcolonial works have portrayed a dismal account of marginals as 
powerless or dispossessed, incapable of asserting self identities or positionings in the 
ambivalent marginal sites (critique is laid out in the next chapter). My study of 
marginality differs from these works in its account of the marginal music group as 
capable of resistance and self-assertion. Marginality can indeed be creative openings 
and empowering to subjectivities unwilling to be accommodated by the on march of 
capitalist modemity. 
This thesis also departs from the conventional sociological and anthropological 
works in its dissolution of the myth to represent "the complex whole" or a coherent, 
unified culture. Anthropologists and sociologists have long been obsessed with a 
politically integrated and ideal-typical culture, within which homogeneity 
predominates and boundaries clearly fenced. Durkheimian sociological studies of 
marginals as "deviance" to confirm the “norm，，fails to understand the marginals in 
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their own right. Geertzian anthropology, on the other hand, has also thinned the 
"thick description" it intended to achieve by visualizing a lineal totalizing culture 
instead of listening to the polyphonic noises. The study of local independent rockers 
should not be subsumed under either of these academic traditions, since neither the 
convenient labeling of anomic deviant nor the overarching framework o fHong Kong 
culture would do justice to the rockers. Centripetal scholarly works only serve to 
enhance the working of the repressive center and suffocate other possibilities of self-
actualization and henceforth human liberation. 
Rather than attempting to present a whole picture of the local music terrain, I 
have settled myselfwith the modest task of documenting the practice of jus t one rock 
group. Through the music and the lived practice ofBlackbird，this thesis sheds light 
on the multiplicities of social contestations and subjectivity assertion in Hong Kong. 
A Note on Method 
This research is from start to end a qualitative one. I first heard about the band 
in my undergraduate years. The band was highly honored within circles of student 
activists for their overt political dissidence. I have been a fan of the band since then. 
When I decided to conduct this research, I called up Lenny, one of the band members, 
and conducted a semi-directed interview with the band. The interview covered the 
band's history, beliefs, political views, life practices, songwriting, production, 
distribution of their music and their relations with record companies. Lenny later 
beca.me my guitar teacher and taught me how to express myself through playing guitar. 
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During these guitar lessons I have leamed much more about the band. I developed 
friendly relations with the band and sometimes I ran errands for the band when they 
were too busy preparing for their performances. These errands include booking 
venues, buying insurance, collecting donations，circulating posters, making souvenirs, 
co-ordinating with other featuring bands, plus seeing to the setup and delivery of 
equipments and other trivialities. I certainly did not miss their performances and 
talked to them every now and then about their plans, works and their living. I also 
went to their meeting with other bands and listened as they talked about each other's 
beliefs and lives. The band has very kindly shared with me their political thinking 
and commitment to independent music making. The seven volumes of fanzines, 
which the band once published and contained news about the band, summaries of 
politically progressive articles and letters from the audience, also provided me with 
invaluable details of the band's thinking and the feedback of the audience. This 
thesis essentially grew out of my observation of the band from mid-1997 to the end of 
1998, but I have also relied on the band's music, the fanzines they published as 
mentioned, and past documentaries done about them to know more about them. 
Apart from Blackbird, I have also talked casually to a few musicians in the local 
non-mainstream music scene and conducted in-depth interviews with a few others, 
like owner of a local non-mainstream music flagship retailer, editor of a local non-
mainstream music magazine, head of an independent record label, some independent 
bands and non-contracted alternative musicians. These people have provided me 
with information about the scene through insiders' point of view and I have also gone 
to their gigs, as I have always been an occasional gig-goer before this research started. 
Since these people I have interviewed are in their late twenties or early thirties and 
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have moved around in the scene for at least a few years already, they have not the kind 
ofnaivete and fantasy for fame as usually found among teenage band musicians. All 
of them have their own experiences of the negotiating struggles between creativity 
and commercial demands. And because of their experiences, they are more critical 
of the scene, the teenage bands, as well as the operations of the industry. They have 
enlightened me about the shifting ground between the ideologies about "independent" 
music, the daring avant-garde images imposed on band players, and the actual 
complexities of the operations of the capitalist music industry, their feelings about 
their own involvement in the scene. 
Many of my views and understanding of field observations suffer from what 
ethnographies are prone to, "!-witnessing", partial, fictional and perspectivistic 
(Clifford 1988). These are issues which might always haunt the least reflexive 
ethnographers. I do not think there is any easy alternative except go on sensitizing 
ourselves, since the neatest solution might be to take the easiest way out, i.e. quit the 
task, which might only end up the most reactionary in silencing rather than vocalizing. 
I would not attempt the impossible task of self-effacement but I would make as self-
conscious as I can to minimize distortions. 
The following chapter is a critical overview of relevant literature on popular 
music and marginality. The focus is on cultural studies, postcolonial and 
postmodern criticisms. I first offer a recapitulation of the strengths and weaknesses 
of these works and then reiterate my appropriation of and extensions from these 
theories. 
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Chapter 3 is intended to provide a broader social setting in which the local 
marginalized groups are embedded. The local music terrain is mapped out in large 
brushes with highlights on the local non-mainstream music scene. On the whole, it 
shows how diversity is only a ornamental "Benetton phenomenon" in the 
globalization of capitalism. 
Chapter 4 and 5 contain the core of this thesis. Chapter 4 is a layout of 
Blackbird's oppositional practices. It shows how actual resistance is lived out to 
combat capitalist disciplines, as a contrary to the emphasis on consumers-win-all 
thesis in cultural studies. It explores how the group actively engages in marginality 
challenge the hegemony of capitalism. It also treats of how the group situates 
themselves in relation to the larger society. Chapter 5 is a textual analysis of the 
group's aesthetic practice in their songs. It shows how the group's political attitude 
toward life is manifested in their songs. 




"We don't need no education 
We don't need no thought control 
No dark sarcasm in the class room 
Teachers leave the kids alone 
All in all it 'sjust another brick in the wall 
All in all you're just another brink in the wall" 
~ Pink Floyd, Another Brick in the Wall 
As the tenet ofthis study straddles the field of sociology of music and the larger realm 
of cultural studies, the thought-provoking references put into it are gathered in an 
interdiscilplinary maneuver. The staple comes from sociology of music, cultural 
studies and ethnomusicology. 
This chapter gives a critical review on important academic works on popular 
music, particular attention is paid to how music can be deployed as a way of 
resistance. Studies on marginality are also briefly discussed. Ethnographic works 
on the use of music will also be looked at briefly to understand how musicians deploy 
music in their everyday living. In the kemel, I argue that the use of music for 
resisting established social order does not necessarily reside with consumption. 
These perspectives are theoretical ends in themselves as shown in the following 
discussion. 
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Perspectives on Popular Music Revisited 
The highbrow/lowbrow culture debate has been waged many times in the past few 
decades, and one can easily get a succinct recapitulation and acute critique in the 
works of Harris (1992), Middleton (1990), Rowe (1995) or many other works of 
popular culture studies. 
—Frankfurt School: Popular Music as Capitalist Lull 
In the flurry of heated attacks, Frankfurt School scholar Adomo has been much 
criticized for his elitist contempt for popular culture which he holds as a capitalist 
construction. Li the realm of music, he, together with Eisler, scathingly devalues 
film music in the thirties and forties in the US as something only serve the interests of 
capitalism. The audience, they state, are fmstrated by the social conditions and that 
to release the "drabness of existence" in the capitalist world, they seek comfort from 
the entertainment industries which only more effectively enslave them to capitalist 
living, 
"The greater drabness of existence, the sweeter the melody. The underlying 
need expressed by this inconsistency springs from the frustrations imposed on 
the masses of people by the social conditions. But this need in itself is put 
into the service of commercialism Today indolence is not so much 
overcome as it is managed and enhanced scientifically. Such a rationally 
planned irrationality is the very essence of the amusement industry in all its 
branches. Music perfectly fits the pattem" (1979:22-23). 
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In another article, On Popular Music, Adomo condemns popular music as 
predigested cultural product and is masked by pseudo-individualization. He 
maintains that popular music is a rigid and mechanical production from its bar 
structure to tonal pattern. Every piece is essentially the same and the details have no 
weight on the whole since everything is schematic. Consumers are tricked to think 
that they have free choice and an open market to choose from, but actually what is on 
offer are only standardized cultural products produced to induce standardized 
reactions. The fact that popular music is pre-digested paradoxically fits the 
psychological need of the consumers by lulling the consumers to inattention and 
distract them from their grievances against social conditions. This leisure activity 
henceforth only works to reproduce their working capacity and tie them more 
effectively to the capitalist work discipline. Popular music thus provides an escape 
for consumers whereas in the end reconciles their discontents, 
"Music today is largely a social cement It is catharsis for the 
masses....Music that permits its listeners the confession of their 
unhappiness reconciles them, by means of this 'release', to their social 
dependence" (1990: 311-314). 
Adomo thereby denies any subjectivity on the part of consumers who have been 
clouded by their false consciousness and cannot recognize their own interests. The 
mass, henceforth, are reduced to mere cultural dopes taken in by the capitalists. He 
has equated production to consumption and fails to see that there could be many 
mediating factors influencing the consumption of the product, for instance, retailers 
and radio channels. These mediators have important bearing on consumers' 
15 
understanding of the product and this calls into question Adomo's simplistic equation 
of exchange value with use value. Besides, his rigid notion of popular culture fails 
to see its creative aspects and the fluidity between different cultures. 
Careful not to reduce popular culture to the ascribed logics of culture industries, 
many scholars, most from the Birmingham School, are eager to reinstate popular 
culture as a lived arena of contest over meanings. The decoding/encoding model of 
Hall, who was the director of the Birmingham Centre for Contemporary Cultural 
Studies, is renowned in reclaiming polysemy of the text and the active reading agency 
of the audience (Hall 1980). The approach has been influential among academic 
studies and, departing from Frankfurt School's unmediated notion, Hall has also 
offered a detailed study in the construction and reception of ideology in mass media 
(Hall 1982). I would not go into details of the studies on the reception and creative 
agency of the audience, since it is not the concem of this thesis, but only sketch a 
critical overview on how music is deployed in countercultures in cultural studies. 
—Birmingham School: Buy Your Way to Resistance 
By focusing on particular genres of popular music, some scholars in cultural studies 
have looked into youth subculture as dissident currents against mainstream bourgeois 
culture. Contrary to the Frankfurt theorists dismissal of audience as unconscious 
victims of capitalist culture, studies on subcultures have endeavored to show the 
audience's active appropriation of popular music to counter the capitalist hegemony. 
Classical works include Paul Willis，(1978) study of motorbike boys，and hippies' 
identification with rock and Dick Hebdige's (1979) study of punk style as signifying 
practice of post-war youth's resistance against dominant culture. 
16 
I 
In Profane Culture, Willis (1978) studies two oppositional groups, the hippies 
and the motorbike boys, both groups are much applauded by Willis for living out their 
ideas. He values the subjective experience of the groups and, in his ethnographic 
research, gives a remarkable analysis on how they resist dominant social order by 
identifying with the rhythms and melodies ofrock 'n ' roll. The tonal aspects of rock 
‘n，roll, Willis analyzes, subvert the continuities ofbar structure in classical music and 
the rhythmic suppression, breakup of melodies allow a "retum of the body". The 
pulse effect rhythm beat, like the steady strum of the motorbike exhaust, rejects a 
time-bound structure and a linear logic. By identifying with the music, the 
motorbike boys live spontaneously and escape from bourgeois time, 
"the whole motorbike culture was an attempt to stop or subvert bourgeois, 
industrial，capitalist notion of time — the basic, experiential discipline its 
members faced in the work they still took so seriously It was about 
living and experiencing in a concrete, essentially timeless world~~certainly 
timeless in the sense of refusing to accept ordered, rational sequences. 
Hearing the steady strum of their motorbike exhaust (reminiscent of the pulse 
of their music) riding nowhere in particular is a steady state of being, not a 
purposive, time-bound action toward a functional end there was a 
profound inner connection with a life-style that was so utterly concerned 
with concrete action in the present and the immediate secure experiencing of 
the world" (1978: 54-55). 
Hebdige's seminal work Subculture: the Meaning of Style (1979) has a detailed 
account on punk culture and how young working class people attribute to style their 
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resistance against the dominant bourgeois ethos. He notes that the punk rockers and 
young punk fans were addicted to the "'soul-less', frantically driven music', fanzines, 
and swore obscenities alongside record notes. He also uses semiotics to read the 
dressing codes of punks, spectacular with bondage, ripped T-shirt, safety pins, pogo 
and ECT hair style. The punks cut up symbols of the fifties wardrobe (e.g. 
winklepicklers, quiffs) and reworked them into punk style signifying disorder, 
breakdown, gender and racial confusion, and in the lines waging a revolt against the 
"parent culture", 
"The punk culture, like every other youth culture, was constituted in a series 
of spectacular transformations of a whole range of commodities, values, 
commonsense attitudes, etc. It was through these adapted forms that certain 
sections of the predominantly working-class youths were able to restate their 
opposition to dominant values and institutions" (1979:32). 
Both Willis and Hebdige have powerfully reiterated the subversive potential of 
popular culture and shown how hegemony can be challenged by subcultures. 
Despite their pathbreaking insights in mapping urban power dynamics, these studies 
are not without their limits. In their fervent attempt to assert subjectivity of the 
public and young people's capacity of resistance, these theorists have aestheticized 
popular culture to such an extent that they unexaminedly assume that the simple act of 
consumption is in itself subversive (Bom 1987). Hebdige has especially looked for 
spectacularity in subculture and read oppositional meanings off it. By posing "style 
as a form of refusal" as Hebdige holds and appropriating rock music as Willis shows, 
both authors' understanding of counterculture goes like this: buy your way to 
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resistance. In their studies, young people resist the dominant bourgeois values 
through consumption - and consumption alone. Henceforth, resistance to capitalist 
discipline is in the end self-defeating because the truth is resistance, as both authors 
capture it, relies in commodity fetishism and is in pious service of capitalism. 
Hebdige's and Willis, optimism has therefore led to an apologetic “yes，but" 
argument that despite all class, racial and sexual oppression, capitalist society is 
depicted like "the sanitized world of a deodorant commercial where there is always a 
way to redemption (Morris 1990: 26, cited in Erlmann 1993: 10)". Morris also 
wittingly captures, “I get the feeling that somewhere in some English publisher's vault 
there is a master disk from which thousands of versions of the same article about 
pleasure, resistance and the politics of consumption are being run off under different 
names with minor variations (Morris 1988:21, cited in Tumer 1990).，，One dare ask 
how far can such banal analyses get us except the tautological celebration that the 
mass always wins in the end for consumption is almost in itself agency? 
I am not denying that the subcultural groups, as Hebdige and Willis show, are 
resisting the power of capitalism in shaping their lives, but it is not enough to stop and 
celebrate those practices. Resistance as something open to consumption is definitely 
what capitalists welcome and support. Though consumer freedom is beyond doubt 
part of political freedom, we must not go over the top to celebrate it as revolutionary 
as early cultural critics do. It is more important to admit that while the personal is 
political, the political does not cease at the personal. Consumption of cultural 
meanings through style as Hebdige notes might be subversive to the dominating 
bourgeois values but ironically it gives all the more power to the oppressive 
apparatuses by buttressing consumption and henceforth capitalism. The mass can 
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indeed have their own reading, appropriation of the meaning of the social text, but 
stylistic practices as Hebdige and Willis describe cannot change the capitalist mode of 
production, not to say the systemic repressive character ofcapitalism. 
—Rock as Micropolitics of Pleasure 
Academic works studying the subversive potential of popular culture after 
Hebdige and Willis have not advanced much. Grossberg (1988, 1992), a 
Birmingham School descendent, recognizes the limits of rock music and noted the 
tum where rock matters only culturally and socially, but not politically. He tumed to 
look at how the pleasure of rock has worked to enable young people escape the 
quietism of the postmodern living. This micropolitics, unlike the allegations of his 
predecessors, is not aimed at combating any large social establishment or dominant 
ideologies, but is concretely involved in the organization of individual experience, 
configurations of everyday life and the structure of social relations. What he states is 
of course nothing new. Sociologist Frith (1978, 1981) has long recognized the 
inscription ofrock into commodified culture and claimed that 
"Rock music is capitalist music. It draws its meanings from the 
relationships of capitalist production, and it contributes, as a leisure 
activity, to the reproduction of those relationships; the music doesn't 
challenge the system but reflects and illuminates it The issue is not 
how to live outside capitalism (hippie or bohemian style), but how to live 
within it. The needs expressed in rock - for freedom, control, power, a 
sense of life - are needs defined by capitalism (It is ) the struggle for 
fun" (1981:272). 
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Both Frith and Grossberg have denied the capacity of rock music to 
challenge hegemony. The politics of rock is steadfastly pinned down to the politics 
of pleasure within capitalist society. While I agree that rock is undoubtedly very 
much part of the contested terrain in everyday living within capitalist society, I 
disagree with them for their offhanded dismissal of concrete attempts to use music to 
challenge capitalist system. They are of course talking about the commodified 
popular culture. Their analyses are limited to an abstracted and general level and 
overlook mini productions and trends within the highly varied popular music terrain 
(Kirschner 1998). What I mean to reinstate is the concrete attempt to grasp actual 
actions of subversive activities in the field of popular music. 
To understand how rockers assert their subjectivities and resist the overarching 
capitalist structure, we have first to grasp some key issues o fhow musicians are faced 
with the capitalism. One key issue is the production of music, which tie most 
musicians to the capitalist world. There has always been a debate about authenticity 
in rock music production and there is a wide application of binary models like 
authentic/inauthentic, independent/commercial and resistance/co-optation to the 
differentiation between rock/pop. Such clear-cut dichromatic logic is of course 
problematic since studies have shown that independent record labels may be even 
more exploitative and creativity-suffocating due to insufficient resources (Frith 1978; 
Harker 1980; Rowe 1995). As many independent record labels now deal with major 
record companies (Hesmondhalgh 1996)，the demarcation is also getting more and 
more fragile. To get over the debate and confusion about the meaning of 
independence, Negus forcefully questions whether independence "refer(s) to the 
21 
record label, or a type ofmusic and attitude?" (1992:15). Discarding the easy split of 
indie label and major label as the determinant, independence and authenticity should 
be read as a lived attitude. Signs ofresistance, then, can be read on many levels and 
expressed in varied ways. A study of the artists, their thinking, their way of living 
and their works is a must to unravel the relation between their production and their 
subjectivity. 
'.i 
—Dematerializing Subversion to Form over Content 
Some music intellectuals in music studies have tried to gain insight on the issue by 
analyzing pieces of music. Bloomfield (1993)，for example, reiterates the use of 
breakdown of vocalization in the post-punk scene in the UK and the USA. He 
denotes a the negation of modemist ethos of authenticity as signs of resistance in rock 
scene by calling forth an understanding of music in the sounds rather than the lyrical 
contents. He contends that in this commodified age, artists resist modemist values of 
social order and sense of aesthetics in form rather than in content. The common use 
of sound distortion in both vocal and guitar sounds, celebration of dissonance by 
discords rather than consonance in music composition, as well as collapse of different 
music genres and deployment of eclecticism are all examples of protests against social 
glorification of ostentatious harmony and unity over respectful recognition of 
differences. Though such emphasis on the form of music makes much sense, the 
total disregard for the subversive potential of content is inconceivable. Words for 
many is still the most articulate way of expression and communication of complex 
messages, particularly in music terrain wherein the majority of audience do not know 
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much music technique. Recognizing the possibility of resistance against the form of 
the song itself is certainly thought-provoking, but to halt at the form and refuse to 
look into and hear about the content is to sever affect from meanings and therefore the 
sounds rung in hollow as free-floating and depthless. Language is vested with 
meanings and power/knowledges as both structuralists and poststructuralists so 
forcefully remind us respectively. An analysis on the lyrical content as well as the 
use of music technique to redress the relations between the affective economics and 
meanings is therefore necessary. Yet it should also be noted that material resistance 
is not reducible to language and music alone. Condoning the level of analysis to 
sheer reading and interpretation of artworks does not tell us much about the material 
oppression against humanity in everyday life. Confinement to analyses of music 
pieces can at most show us the representation of discontents but never an 
understanding of social agency. 
Resistance, as discussed in the above, cannot not be read in a ready-made way. 
Mere interpretations of music forms would not illuminate us about subversion through 
music in practice. The brunt is how music is practiced by social agents as a tool of 
subversion. To grapple the question, an input of the artist to reach a mutlilayered 
analysis may be able to substantiate the actual "sounding off，practice of social agents. 
How, then, do musicians counter the dominant culture in practice? Before going into 
concrete analysis, equipment of the concepts of marginality might secure a better 




The rock band in this study occupies a marginal position in relation to popular culture. 
To better understand the theoretical discussion about the politics ofbe ing marginals, 
the following briefnotes could help give some rough ideas. 
The concept of "marginality" was first articulated in the discourses of 
anthropology, sociology and psychoanalysis and was deployed as a concave mirror 
through which the ethnocentric “we” discovered in a self-reaffirming manner the 
antithetical "non-we", i.e. the other. Contemporary discourses of marginality, 
proliferating amidst the insurgency of postcolonial theories in cultural studies, have 
evolved from the mere reinvention of othemess and ethnic politics to articulation of 
the subaltem politics. The discussions about marginality, to echo cultural critic 
Yudice's (1988) observation, have become so profuse that marginality is not only not 
peripheral but virtually at the very center of all thoughts of cultural workers. Yet, 
albeit the abundance of discussions about marginality and the provoking insights they 
have contributed to our understanding of contemporary mapping of power, prevalent 
conceptualizations of marginality are still flawed in a self-defeating way. 
Marginality is the state of being in the margin which is "part of the whole but 
outside the main body，，(hooks, 1991:341)，and the place from which power is 
exercised "from a phantom center [which] defines tacit standards from which specific 
others can then be declared to deviate" (Ferguson, 1991: 9). Central to the formation 
of marginality, then, is a politics of difference whereby “certain people and ideas are 
privileged over others at any given time" (Tucker, 1991: 7). 
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Marginals are always discursed exclusively in terms of the negative, 
dispossessed and have-nots (e.g. Bhabha 1991，Spivak 1996). These studies 
thereby fail to recognize the positivity of the subaltem as owners of other knowledges 
and traditions and that there are domination and subordination within the ranks o f the 
subordinate (Parry 1987). By undermining the notion of difference as a negative 
relation from the positivity of the dominant other, dominant discourses about 
formation of marginal identity strips subjectivity out of the marginalized, rendering 
them disabled subjects incapable of articulating to the dominant world. Such 
conceptualization of marginality is henceforth self-defeating since it starts out in the 
very first place to seek spaces of power for the subaltem but end up discursively 
disempowering them. It has also reduced the everyday material struggles of the 
subaltem to mere theoretical representation, overriding mundane issues contested in 
the lived milieu of power. 
It is, henceforh, imperative that marginality be recognized as a site of resistance 
(hooks 1991) and that the marginalized are not only the have-nots and don'ts but can 
be social agents in maneuvering positions of some sort. Marginality is Janus-faced 
in the sense that it both constrains and creates (Tsing 1993). It is knitted into the 
tapestry of the dynamic negotiation of meanings and power in material socio-political 
milieu. 
Grounded upon the above premises of marginality, what follows in the research 
agenda, then，is a substantiation of the politics of difference and marginality as lived 
experience. It is to caution against abstracting and reducing lives to discursive 
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interpolation and let systemic theories override mundane issues of life-situatedness as 
many cultural theorists do (see Murdock 1995 for detailed critique). 
Toward Materialist Ethnographies on Rock Musicians 
Ethnographic studies on the subcultures of musicians have been far and few in 
academic studies. Most of the academic works on popular music are written at a 
abstracted level, focusing on ideological and theoretical debates on rock as popular 
youth culture, the record industry and the historic origins of rock. What is blatantly 
underresearched in this prolific area is the ethnographic data of practices ofmusicians 
or bands. 
Cohen's (1991) Rock Culture in Liverpool strives to fill in the blank of current 
music studies with details of the practices ofrock bands at a local level. She focuses 
on two youth rock bands, documenting their music-making and their struggling to 
become successful within their particular social, cultural and economic contexts. 
Finnegan's (1989) The Hidden Musicians: Music-Making in an English Town also 
provides a micro-sociological details of the amateur music world in Milton Keynes. 
Her study is not confined to rock bands, but also brass bands and church choirs. She 
puts forward the notion of "pathway" to understand the way music-making brings 
together different people whose lives might never have crossed one another otherwise. 
Finnegan argues for the importance of “looking at practice rather than formalized 
texts or mental structures, at processes rather than products, at informal grass-roots 
activities rather than formal structure" (1989: 8). Tanenbaum's (1995) Underground 
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Harmonies: Music and Politics in the Subways of New York is also a valuable 
ethnography on subway musicians in New York. The subway musicians she studies 
are mostly ethnic minorities playing ethnic music in the subways. Her work is 
important in documenting the city policies and the underground world of subway 
musicians. Her capturing of the subway performance and the relations between 
passersby and musicians as "transitory communities” is important to the 
understanding of performance in public spaces. 
The above are probably the most established ethnographies available on the 
micro worlds of musicians. Tanenbaum's work is particularly interesting as it takes 
a good account of the interaction of musicians and the larger community, including 
the local government and the passersby. It is not rock musicians she is studying, but 
the book still provides very good methodological reference for this thesis. Yet what 
I think is most lacking in her work is a study of how the musicians think of 
themselves and their music. Finnegan's work, too, contain only fragments about 
how musicians think about themselves. It describes in detail how musicians are 
knitted together in the local community, but does not tell us the relations between the 
musicians and the larger community, or how musicians differentiate themselves from 
other people in the community. Cohen's work, on the other hand, is abundant with 
details of struggling efforts and the ethos of the bands, but there is no mention about 
how the musicians understand their own involvement in the community. 
As the above three ethnographers do, I study music at a situated local level. 
Attention is particularly paid to the interaction of the musicians and the larger 
community and the self-identities of the musicians. 
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Recapitulation 
Informed by different perspectives of studying resistance through music, this research 
studies the local rock band Blackbird to understand how marginality and resistance 
are practiced through music in Hong Kong. 
Departing from the work of Hebdige and Willis, this study does not read 
resistance off signifying styles. It is the contention ofthis thesis to grasp individuals 
stubborn efforts to resist capitalism as a "whole way of life", following Williams. 
Unlike the works of Grossberg and Frith, this thesis will not dismiss actual music 
practices and resistance in a by and large way. This thesis intends to show that on 
the margins of popular culture, there is earthly deliberate enactment of subversion of 
musicians who, though might not be influential enough to grow into a project against 
established social order, at least live out their political beliefs and assert their own 
subjectivities against capitalism. 
By studying the rock band Blackbird as situated local practice, I look into the 
beliefs of these rockers and their relations to the larger community, and thereby show 
how marginality can become a creative zone for resisting the pseudo-ubiquitous 
capitalism in the local cultural matrix. 
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Chapter Three 
Mapping the Local Soundscape 
"Without the loudspeaker, we could never have conquered Germany." 
--Adolph Hitler, Manual of German Radio, 1938 
In the night ofJune 30, 1997，the day before the big day of sovereignty handover for 
Hong Kong, a glamorous celebration was being held in the Convention and Exhibition 
Center in Wanchai. The Chinese government leader Zhang Zemin and the local 
government officials were trumpeting rhetoric speeches about the glorious end of 
colonial rule. Outside hundreds of demonstrators chanted slogans against re-
colonization and sang songs demanding autonomy of the local people. They were 
denied access into the center and blocked behind iron railings. Sound was their only 
weapon. With wom-out loudspeakers, demonstrators deterritorialized their physical 
blockade and tried to make themselves heard^ Yet these dissident noises were 
‘The territorialization power of music is put forth by Deleuze and Guattari (1987)，who shows how 
sonorous or vocal components can become "a wall of sound" which structures living spaces and 
rhythms. Grossberg (1992) extends this notion to rock culture and shows how the music can be 
mattering maps which navigate the tempos, sensibilities and intensities of our lives in musically 
constructed spaces. As for the deterritorializing and reterritorializing power (to put it very simply, the 
breaking down of immediate spatial boundaries and the reclaiming of spaces, be it physically or 
psychologically) of music in political struggles, Streicker's description of the event on the 
Independence Day Festival in Cartagena, Colombia offers a very good illustration. The lower class 
youths of African descent used loud sound systems to broadcast African music (as opposed to the Latin 
music of the colonial elites) across walls ofthe colonial city. Thereby, they invaded the site of official 
culture and challenged the spatial separation of the rich and the poor in the urban city through sound as 
a resistance tool and a "non-spatial way to reclaim space" (Streicker 1994，cited in Balliger 1995). I 
think this has much in common with the demonstrations mentioned in the above text. Both groups of 
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overwhelmed by Beethoven's classic Symphony No. 5，the orthodox music broadcast 
by the police with hi-tech systems far more powerful than the demonstration-womout 
loudspeakers. The incident tells history as a political composite of conflicting 
sounds, and the control of technology and spatiality as one big determinant of the 
patterning ofsounds, consequently the social imagery of our "imagined communities" 
‘ (Anderson 1983). 
In the same vein, we can understand how the local culture industries, with their 
control of music production and distribution, construct a local map of musical 
environment. They not only have important roles to play in shaping the local 
popular culture, but also in navigating people's sensibilities by manipulating what 
kind of music the public can have access to. In this chapter, I offer a coarse 
overview of the local music terrain by looking at the working of the local music 
industry, with highlights on the production, distribution and circulation of indie music 
(the built-in meaning of the term will be explained later in this chapter) in Hong Kong. 
In this chapter also find brief glimpses into the local indie music scene, which shows 
the struggling efforts of local indie musicians to upkeep their own sounds so as not to 
be drowned out by contracted music. Thereby shows how Blackbird gets to inhabit 
its site ofmarginality. 
The Center: The Oligopolies in HK Music Industry 
In the music business, the market has always been dominated by the Big Six, namely, 
protesters made use of sound to break free of their physical boundaries and assert their own socio-
political positions by making themselves heard in history. 
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Time Wamer, Thom-EMI, Sony, BMG, Universal (formerly known as MCA) and 
Polygram. In 1978，the Big Five --back then it included CBS(later known as Sony), 
WEA(later known as Wamer), Polygram, EMI(later known as Thom-EMI), 
RCA(later purchased by BMG), all of these became the giants they are now after 
series of business mergers and buyouts-- together dominated over 60 percent of the 
world record sales (Lee 1987, in Chinese). By 1996, these six transnational 
conglomerates together accounted for an estimated 70 to 80 percent market share of 
worldwide record sales (Bumett 1996). This ever-intensifying concentration is a 
global phenomenon with localized effectl 
This oligarchy extended to Hong Kong when the Big Six planted their lucrative 
business here one by onel With their strong production capacity, marketing 
2 Among the academics, there has been a heated debate on cultural imperialism in the field of popular 
music studies, and studies have also flourished about responses of the people at the receiving end ofthe 
cultural flow. See for example, Frith 1989a; Goodwin and Gore 1990; Garofalo 1993; Laing 1986; 
Wallis and Mabn 1984. However, the debate has never sparked off in Hong Kong about the local 
popular music culture. It is of course nothing surprising given the underdevelopment of cultural 
studies in the local academic institutions. One very interesting and notable phenomenon in the local 
non-mainstream music scene is the prevalent usage of English names for the bands and the tendency 
for bands to write English songs. The identification of non-mainstream musicians with some genres 
and signifying practice of westem music culture deserves socio-historically informed serious attention. 
It would also yield fruitful understanding of Hong Kong popular culture to compare this current 
phenomenon with the prevalent making of English songs in the sixties. But it is outside the scope of 
this thesis. 
3 EMI (known as Thom-EMI since the merger ofBritish-owned Thom Electronics and EMI Records in 
1980) moved its Asian division to Hong Kong from Shanghai after the communist takeover of Chinese 
mainland in 1949; Polydor (later renamed as Polygram after buyout by the Dutch conglomerate Philips 
in 1972) launched a full local business campaign in 1971 when it bought out a local label Diamond 
together with its contracted artist Sam Hui; Wamer (formerly known as WEA, renamed in 1991 after 
the merger between American-owned Time/Life and Wamer Communications in 1990) landed in the 
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resources and access to media networks, they have together played decisive roles in 
shaping the local popular music culture. The Big Five (not including Universal) 
together took up 90.7 percent of the local market sales in 1991 (Wong 1992). 
Polygram alone, with Jacky Cheung and Leon Lai (two of the so-called Four 
Heavenly Kings') held 40 percent of the local record sales in 1995, while the rest were 
shared mostly amongst the other big majors (Wong 1997). The local top ten song 
charts were also joint-handedly taken over by songs produced by these big record 
companies. These foreign companies dominated the market sales through licensing 
imported foreign music genres of their parent or affiliated companies, and also local 
production of canto-pop music in CDs, Karaoke Discs, accessories and organizing 
concerts. They propped up the stardom and the mainstream popular music in Hong 
Kong. Yet this is not to say that they stick only to the mainstream music production 
and dismissed other genres in an offhanded fashion. After all, what is mainstream 
local market in 1978; Sony (first known as CBS/Sony, renamed as Sony after the Japanese electronics 
giant's purchase o f the US-owned CBS Records and Columbia Pictures in 1990) in 1978; BMG (the 
Bertelsmann Music Group under the umbrella of the German media giant Bertelsmann, which 
purchased Arista and RCA in 1986) bought out the local label Pacific Music Ltd. in 1988 and formally 
started business in Hong Kong in 1989; and MCA (Movie Corporation of America which, together 
with Universal Studios, was purchased by the Japanese-owned electronic giant Matsushita in 1990, and 
was renamed as Universal in 1997) also joined the bandwagon as a latecomer in 1994. Detailed 
studies about the development trajectory and the market domination by these big companies in relation 
to the changes ofpopular culture in Hong Kong is between far and few. But for preliminary overview, 
one can see Choi 1990; Wong 1991，in Chinese; Wong 1992; Wong 1997. 
4 The Four Heavenly Kings include four local pop male singers, namely, Jacky Cheung, Aaron Kwok, 
Leon Lai and Andy Lau. They have been dominating the local music scene since 1992 and they have 
swept all the best male artist awards in all local music awards. Their influence is not limited to Hong 
Kong. They sing in cantonese as well as in Mandarin. This has helped them open markets in the 
mainland China, Taiwan, Macau and Singapore, as well as in the chinatowns in the US and Cananda. 
Both Andy Lau and Jacky Cheung have been recognized as the best-selling and most popular male 
singers in Asia. 
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and what is non-mainstream^ are always in the making, and with their financial 
backup, these big companies have strong hands to play in the making of popular 
music. 
The big record companies have always been strategic to stimulate sales. 
Bands like Tat Ming pair, Tai Chi and Beyond became popular when the major record 
companies promoted bandsound as a diversifying tactic in the mid 80s (Wong 1990， 
in Chinese). Local disc jockey Wong (1997) also states another tactic of the majors 
to boost sales. He recounts that in the late 80s and early 90s, when the local 
superstars like Leslie Cheung, Sam Hui, Ah-Lam, Anita Mui and Alan Tam 
consecutively announced their retirement plan and refusals to receive music awards, 
the local music arena lost its glamour and there were tremendous drops in record sales. 
The big record companies reacted by orchestrating, with the media, the hype of the 
Four Heavenly Kings among which Jacky Cheung and Aaron Kwok were both 
Polygram's contracted artists, whereas Andy Lau and Leon Lai were contracted to 
Wamer. Another wave of bandsound caught on again since 1994 as a result of the 
audience's fed-up frustration with the Four Heavenly Kings. While the actual 
formation of the bandwave and its meanings to the audience need socio-political 
concretization, Wong's account at least provides a general, even if somewhat coarse, 
observation of the strategic efforts of the big record companies to uphold profit 
margins. Buying up small record companies is another tactic to wipe out the vinyl of 
5 "Non-mainstream" is usually used as a substitute for "alternative", since it does not have the latter's 
self-righteous undergroundy^avant-garde implications. The vagueness of the term is also more apt for 
describing the current music development in view of the increasing crossover between different music 
genres. It is now an umbrella term for genres like ambient, Gothic, industrial noise, punk/hardcore, 
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the industry and maintain big companies' dominance in the music market. 
The Periphery: The Satellite Indie Labels 
There were indeed some small record companies alongside these Big Six. By 1990, 
many small local companies were squeezed out of business and after series of 
shutdowns, there were about ten to twenty left in production (Choi 1990). Yet these 
companies were not engaged in production of non-mainstream music. As a result of 
the recent resurgence of independent music-making, many non-mainstream musicians 
have released CDs on their own or through dealing with small record labels. In the 
90s, three of the most prominent local flagship indie labels^ were G.I.G., DIY music 
(Music Communication) and Sound factory. 
G.LG., together with its artists like Black Box and Wong Chau Sang, was 
accommodated by Rock (Taiwan-owned big record company which started business 
in Hong Kong in 1993 and pulled out in 1997). DIY Music (Music Communication) 
was purchased by Sony in 1997. Its contracted artists like eminent bands Anodize, 
grunge, trance, techno/house, hip hop/trip hop, jungle/drum 'n' bass, etc.. 
6 Conventionally small record companies, in contrast to the majors, are called "independents" 
indiscriminately in popular music literature and academic studies. Negus (1992) prefers the term 
"minor" to "independent". I also have reservation for the term "independents", in line with 
Negus，(1992) aspiration: to denounce the heroized myth of "independents" as "oppositional 
mavericks on the margins". Studies have shown that some "independents" can be even more 
exploitative of artists than majors (Frith 1976, 1981; Harker 1980)，and that some "independents" use 
the symbolic function ofthe concept as a marketing and ideological tool (Lee 1995). In this thesis, I 
opt for "minor" and "indie label" for their common usage in local non-mainstream music scene. I do 
hope they are less denotative of the romanticized notion. 
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Black and Blue, Virus were also licensed to Sony. Sound Factory was established in 
1991 and for a while had led the indie music scene? with its noisenik/cutie^ band AMK. 
But this label has been inert in production since 1996. Yuen Chi Chung, publisher of 
the local non-mainstream music magazine, Music Colony Biweekly, told me in an 
interview that Sound Factory is suffering from financial difficulties. Until the 
completion of this thesis, the only indie label active in production is Noco, which was 
set up in 1995 (operation of indie labels will be dealt with later in this chapter). 
The takeover of indie labels by majors indicates the big companies' attempt to 
accommodate plural music tastes into their profiteering net. Co-operation deals and 
takeover activities in the West have provoked heated academic debate. 90s saw 
MCA's takeover of the Black-owned indie label Motown (which was later sold to 
Polygram), Geffen's purchase of Subpop (together with its artists including Nirvana 
and Sonic Youth, and Geffen was sold to MCA later), British indie labels like 
Creation Records' (which has signed prominent bands including Oasis) being partly 
owned by Sony but retaining independent distribution, and One Little Indian's (which 
has recorded Bjork and Chumbawamba) striking distribution and marketing deals with 
Polygram, etc.. This flurry of acquisition acts and co-operation deals indicate the big 
7 "Scene" is often distinguished from "community" for the latter's emphasis of stability and continuity. 
"Scene", as Straw usefully defines, is a "cultural space in which a range of musical practices of 
differentiation, according to widely varying trajectories of change and cross-fertilization (1991:373)”. 
It emphasizes the forces which "works to disrupt continuities, to cosmopolitanize and to relativize them 
(ibid:373). 
8 Noisenik is a music genre rife with guitar distortions produced by effectors. It has become popular 
with the influential British indie band My Bloody Valentine and Post-MBV bands. Cutie is another 
music genre characterized by clear guitar sounds and sweet vocals, usually in pop ballad melodies with 
themes ofnaiVe love and crushes. It comes out of the British indie label Sarah Records. 
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companies' attempts to ensure their substantial oligarchy over the market (Bumett 
1996)，through monopolizing pre-recorded music with lucrative potentials, and 
centralizing distribution and financing. 
This blurring of boundaries between indie labels and majors also leads to a 
crossover tendency between conventional easy-listening pop and non-mainstream 
genres. The classic exemplar is of course Nirvana's Nevermind album pushing post-
punk grunge rock into the mainstream pop by topping Billboard No. 1. Contrary to 
the static framework of concentrationMandardization and diversificationy^creativity 
(Peterson and Berger 1975), high concentration of transnational control can also lead 
to diverse musical output (Lopes 1992; Alexander 1996). Frith (1988b, 1991) points 
out that it is a kind of new and symbiotic relationships between the majors and the 
independents, in which the latter serves as test markets and information network for 
the former. The series of takeovers in Hong Kong can also be understood in the same 
vein. Anodize (hard rock and middle-of-the-road rock) and Black Box (acoustic) 
were established bands with considerable popularity in the indie scene. The majors 
took over their labels and released selling records of these bands. The indie labels 
indeed served as testers for the majors and the consequent buyouts are the majors 
attempts to secure the oligarchic status quo ofthe music industry. 
The Premature Illusions of the Multiple-Center Web 
Some scholars examine the music industry in light of post-Fordist flexible 
specialization perspectives. The obscured distinctions and symbiotic deals between 
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majors and minors, the extemalization of studios and the subcontracting deals 
between freelance producers and record companies are cited as features of the post-
Fordist regime (Lash and Urry 1994; Shapiro et al. 1992). Negus even claims that 
“what it means in terms of working practices becomes equally hard to infer, as the 
distinctions between an inside and an outside, and between centre and margins, has 
given way to a web of mutually dependent work groupings radiating out from 
multiple centers (1992:18)，，. Negus，allegation sounds doubtful under empirical 
examination. While in the west many indie labels have been successful, there are 
also many struggling for survival. Their financial vulnerabilities and ownership of 
resources are dwarfed and in no way comparable to the majors. They never 
presented real challenges to the majors. In Hong Kong, the power disparities 
between the indie labels and the majors are even more acute. As aforementioned, the 
most key indie labels either were purchased by majors or are struggling for survival. 
Some local indie musicians and bands do have their own studios and take up freelance 
jobs like production of theme songs and jingles for big companies in the cultural 
industries, (e.g. Tam Tat Wah, Edmond, guitarist o f . . .Huh?! and Luk Yan Kwai), yet 
they have limited negotiating power with the big companies. The local music 
industry is a far cry from a co-existence of multiple centers as Negus wishfully 
believes. Rather, as Frith (1988b) notes, the minors occupy a permanent but 
subordinate position in the industry. For the realization of multi-centered music 
terrain, it involves not only changes in the market structures, but also shifts in the 
cultural narratives about the music symbols and their referentials in the imagined 
communities. 
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Making Up Popular Music Tastes 
Wong (1997), in his discussion of the local music market, observes that there is a 
growing fragmentation of music tastes among the audience in Hong Kong, and he 
goes on to celebrate that more and more choices are available in the local market. 
While the factors leading to the fragmentation of tastes still need substantial 
explanation, there is so far no prominent indications of distinct existence of 
fragmented music niches in Hong Kong. The increasing availability of different 
music genres may connote, rather fragmentation, a diversification of tastes in the same 
pool, in reminiscence ofPollert 's (1988) call for careful distinctions between market 
fragmentation and diversification. The celebrated phenomenon may merely mean 
that big companies are getting more sophisticated in exploiting the mass market 
(Hesmondhalgh 1996). The majors in Hong Kong are very much in control of the 
local music market, and they do not achieve this single-handedly, but with concerted 
efforts of the retailers. 
Retailers are becoming more and more influential in the music industry. They 
have the closest access to consumers and hence the most opportunities to exert 
influence over them. One of the tactics is the deployment of space and best selling 
charts (du Gay and Negus 1994). The case ofHMV is most illustrative. 
The megastore landed in Hong Kong in 1994 and has opened four stores so far. 
It has taken thirty percent of the local record retail in 1996 and Commercial Radio has 
established an award for bestselling album on the HMV Best Selling Chart since 1996 
(Wong 1997). Three of the stores are in Causeway Bay, Central and Tsimshatsui, 
while the other is inside the New City Plaza in Shatin. These are the busiest and the 
38 
most commercialized urban spots where tourists frequently visit. The geographic 
location of the stores generate for the consumers senses of being cosmopolitan and 
upbeat. In its biggest outlet in Tsimshatsui, which occupies 30,000 sq. ft. and 
achieves daily sales of over 10,000 items. The spacious in-store design is not only 
for accommodation of the high traffic of consumers, it also matches the corporate 
image of boundless music horizons, as the giant florescent signpost outside the store 
has it. The retailer has its own bestselling charts, as other record retail chainstores 
like Tower Records and KPS also do. Bestselling charts are forceful tools mediating 
between production and consumption (du Gay and Negus, 1994; Lee 1995). The 
bestselling charts and the albums are arranged in special sections and, together with 
the high turnover albums, are placed at the entrance. This ensures that consumers have 
the information about and get into contact with the albums. In collaboration with the 
HMV Music Guide, which stopped print last year, this arrangement of music items 
gives consumers a cognitive map of contemporary music tastes. What is popular and 
what is popularity, as manipulated by the record store, are thus put on showcase, 
directing consumers what to identify themselves with so as to be culturally “in，，. 
There is a video wall and over three hundred listening devices in the store. CDs 
installed in listening devices are picked by the retailer so that consumers are 
encouraged to buy what the retailer encourages them to. Besides, the devices are 
small and placed between the aisles so that while trying out the CD installed, 
consumers can simultaneously browse around different music genres and are thus 
stirred to have a wide vision of music. Private and individualized music listening are 
thus woven into a broader music environment under the retailer's spatial classification 
ofmusic genres, so that consumers are collectivized and encouraged to feel like being 
at some communal gathering of music lovers. What's more, the retailer strategically 
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place westem music, for which it classifies as international, at the entrance and on the 
second floor, whereas local Cantopop albums are put on the third floor. In addition 
to the foreign background of the company and the presence of tourists or foreigners in 
the store, this arrangement gives consumers a sense of being part of the international 
music community - perfectly in tune with the corporate cosmopolitan image. As 
HMV's chairman Stuart McAllister remarked, "The brand name of stores such as 
HMV are important. Where you buy a record says as much about you as what you 
buy. There is far more credibility to buy in a specialist or a HMV than a non-
specialist (MBI, 1992: 21，cited in du Gay and Negus 1994)，，. In building it 
corporate identity, the retailers are also tactically manipulating consumers' individual, 
social and cultural identities in its music "cultural supermarket" (Hall 1992). This is 
far from saying that consumers are cultural dupes, studies are needed to gain insight 
into identity of the music consumers of these big retail stores. 
The above is only to highlight the manipulative attempts of big music retailers 
to engineer music tastes, contrary to Wong's (1997) rough portrayal of an 
evolutionary picture of the changes in the local music scene. His easy celebration of 
the availability of more choices of music genres as an indicator of increasing 
consumer autonomy overlooks the forces at work in shaping the local music market, 
even though he uncritically acknowledges the fact of majors dominating the local 
market. The fact that there are more different music choices, can be what Erlmann, 
in his analysis of world music, names as the "commodity aesthetics", or the "Benetton 
syndrome": "the more people around the globe who purchase the exact same garment, 
the more the commercial celebrate difference (1996: 469)，，. In the case of music, it 
tells that the more people with difference music preferences buy from the same 
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retailer, the more the retailer celebrates different music genres. 
Policing Music 
The increasing availability of different music genres does not connote an easy 
correlation with indiscrimination in the production of popular music culture. While 
big companies continually look for music innovation for the society of spectacles, 
they are also subject to constraints in the larger socio-political context. The political 
situation in Hong Kong has long been a factor blunting artists' critical edges. The 
fact that Hong Kong was a British colony before 1997 and that throughout the eighties 
England was negotiating with China for the future of Hong Kong constituted a social 
atmosphere wherein politically informed messages were sensitive issues. As 1997 
drew nearer, critical political messages, especially those with negative comments on 
the Chinese government, were often self-censored or at least tiptoed about (Ting 1996, 
in Chinese). As Wong (1990, in Chinese) notes, there existed an immense self-
censorship among lyricists. One of the instances is the change of lyrics "can't take 
roots in borrowed land (暫借的土地生不了根)，，to "can't take roots in borrowed 
dreams (暫借的美夢生不了根)，’ in Borrowed Dreams (暫借的美孰a song sang by 
Pang Kin Sang in the eighties. Other examples include the local duo Tat Ming Pair 
‘s Ten Young Fire-Fighters (十個救火的少铜 and Forbidden Color (禁色).The 
former treats of the crackdown of the student movement in Beijing in 1989, while the 
latter deals with the social suppression of homosexuality. Both songs opt for 
ambiguous wordings and uses of metaphors to downplay their sensitiveness. Local 
prominent singer Sam Hui, who is noted for writing songs vested with social 
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grievances and has intricate relations with the formation of the local cultural identity 
(Ip 1994), has also refused to record two songs Farewell to Goddess (告別女神 and 
Scared Bird (驚弓之鳥).The former is about the complex feelings of Hong Kong 
people afler the Tiananmen crackdown, while the other is a satire upon the Chinese 
government leaders. There has been indeed some songs with overt political messages 
which gained popularity. All for Freedom is one such example. The song was 
composed in 1989 in response to support the student movement in Beijing. With All 
for Freedom as an exemplar, Lee (1992) celebrates a rise of pro-democracy popular 
music in Hong Kong. Lee's easy correlation of the song with a change of nature in 
local music scene misses out the commercial opportunism underlying the emergence 
of the song in its particular socio-political context? 
Lyricists themselves also confirmed existence of political self-censorship and 
their preference for love themes for its wide appeal and non-sensitiveness (Chan and 
Chan 1997, in Chinese). A 1994 research on Hong Kong popular songs shows that 
over ninety percent of Cantopop songs deal with love of heterosexual relationship, 
and that there is a monolithic domination of moon-and-june rhythms in Hong Kong 
(Cooper 1991, cited in ibid). This, of course, also is due to the existence of self-
9 The commercial appropriation of the Beijing student movement in 1989 can also be seen in the local 
fashion chainstore Giordano's launching of political T-shirts with prints of student leaders like Wang 
Dan and Chai Ling during the movement. The chainstore also launched T-shirts with patriotic words 
during the sovereignty handover in 1997. Jn the popular music arena, local pop star Andy Lau also hit 
the pop charts with his patriotic song I am Chinese(^M^SJO i^ nud 1997. There is nothing new 
in this commercial appropriation of the political. The westem charity rock of Band AidA,ive Aid (its 
hit single being Do They Know Its Christmas?) and USA for Africa (its hit single being We are the 
World), for instance, has been much criticized as patronizng, imperialistic and opportunistic. The 
latter has particularly helped the soft drinks multinational Pepsi promote its products in Africa. For 
detailed critique, see Marcus (1989)，Rijven (1989), Straw (1989) and Street (1986). 
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censorship in the media. In February 1997，local television broadcaster ATV's 
banned a music video ofWong Chau Sang's Framed Sin (莫須荀,which is about the 
fate of political prisoners in China. The MTV kicks off with a child holding a 
placard reading “release Wang Dan，，with Wang's (a political prisoner now in exile in 
the US) photo on it. Then appears Wei Jingseng, the Chinese political dissident in 
exile, and also Szeto Wah, the chairperson of the local Hong Kong Patriotic Alliance 
for Democratic Movement in China. The lyrics sing, "Rule of law does not matter 
here, I am the master and I decide what is guilty I dislike the fact that you have 
hands and limbs, and that you have eyes, ears and mouth. No reasons, no excuses 
No need for explanations or trials, too much trouble, after all guilty or not does not 
really matter (這裡只講法子不講法治，罪就是罪任我作主.......嫌你有手有腳， 
嫌你有眼有耳有口.....並沒理由，不必藉口……不解釋不公審太礙事，橫豎是 
罪甚麼罪、沒有意思)”.The TV spokesperson confirmed that they banned the video 
because of its radical political beliefs. Other media did not ban the video but except 
for the cable TV which played it once, the song enjoyed no airplay at all (Special 
Weekly, 1997.2.21, in Chinese). Without support from the media, music has 
great difficulty in achieving popularity and running risks are not rational market 
incentives. These songs are the living proofs of the marginalization of sounds and 
sentiments not conducive to the local political and commercial environment. 
Notes on the Local Indie Music Scene 
The above is an attempt to give a larger picture of the local music terrain which, as I 
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have tried to show, is a contested arena rife with corporate interests. Having said 
that does not mean that the audience are cultural dopes serving capitalists as many 
studies have shown the active reading of audience (Radway, 1984; Sue 1990). Yet 
this is outside the scope of this study. Facing the overpowering majors, many indie 
musicians have been striving to make their music heard by the public. Below shows 
some brief notes capturing particular features which might help understand the local 
indie music scene. 
—Rethinking ‘‘Indie，， 
Yuen Chi Chung, publisher of the local non-mainstream music magazine, Music 
Colony Biweekly, said to me in an interview, 
"Everything is about crossover now. The boundaries between non-
mainstream and mainstream are very polaristic in the old days and in the 
eighties. But in the nineties everything is volatile. Many indie bands in 
Hong Kong actually play Cantopop. They play very mainstream music and 
many want to become another Beyond. They are not oppositional. The 
word ‘indie，now does not necessarily entail any progressive messages. It is 
not about anti-establishment or anti-mainstream. It is just a loose rubric for 
artists not contracted to major record companies." 
His words not only give valuable insights into the indie music scene in Hong 
Kong, they also tell of the ridicule of the fetishization of the "independents" in this era 
of late capitalism — a composite of time-space compressed moments when “all that is 
solid melts into air,，(the famous phrase Beraian quotes from Marx), including the 
outdated stark dualities of rock/pop and indie/corporate. 
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In the cultural discourse about rock 'n' roll, "independent" has enjoyed much 
privilege and there has been a long-standing anti-major orthodox^°. This self-
righteous heroic purism for indie labels also had currency in the local non-mainstream 
music scene in the eighties when things were not so "volatile", as Yuen Chi Chung 
said. When the indie band Beyond signed Cinepoly, a branch ofPolygram, in 1986， 
many accused them of "selling out" to commercialism (e.g. Wong 1990, in Chinese). 
Yet to date, when indie bands like Anodize, Black and Blue, Virus, Black Box and 
Wong Chau Sang joined majors, no similar ritualized attacks gained resonance. The 
narratives have changed and actual experience also disavows the dogmatic 
romanticization of indie labels. 
In Hong Kong, though there is no available systematic analysis of the relations 
between indie labels and indie bands, indie labels do not necessarily respect the 
autonomous spirits of their artists. As one local band .. .Huh?! confided to me in an 
interview that, when they were signed to DIY Music (Music Communication) before 
its license to Sony, they were demanded to do things against their own will. One 
example is that they were demanded to make more Cantonese songs instead of 
English ones (The band members are all Chinese but they make most of their songs 
1�Gillett (1971), in recounting the rock 'n' roll development history in the United States, demonizes big 
record companies as profiteering, instrumentalistic and exploitative monsters suffocating artistic 
freedom. The indie labels, on the other hand, are said to practice a close social relations of production 
and give full respect to aesthetic creativity. The music produced under the former structure is 
henceforth commercial and opportunistic, celebrating pseudo-rebellion and consumerist individualism; 
while the latter cultivate progressive, immanipulated authentic musical outputs. Frith (1976，1981) 
seminally challenges this indie-equals-creativity ideological construct and Harker (1980) also shows 
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in Englishii). There were also unwelcome interference in the production process. 
Besides, they were denied access to the sales figure of their own records. After 
making two releases with DIY, ...Huh?! decided to produce on their own. They 
had their own recording studio and they released their fourth album with their own 
label Soy Sauce Records. Edmond, lead guitarist of the band, said that he prefers the 
feeling of being able to produce their record all by themselves. This gives him a 
sense of collective craftmanship. He said, 
"People talk about what is ‘indie，and what is not ‘indie，. I don't care about all 
these ‘indie’ talks. It's just that we have the ability to make our own album. 
We want to prove that music can exist without record companies. Music has its 
own status. We also want to prove that the only thing DIY did for us was 
giving money for advertisement... f majors want to sign us, why not? 
Some fools are giving us money to produce records, and we can save our own 
money. Ha! There are many kinds of companies, even majors are not all 
the same." 
Despite their frustration with DIY, they are not resistant to making records with 
companies, be it major or minor. In fact, their fifth album was a deal made under 
Polygram. ---Huh7!'s refusal to nail static definitions, which is a conscious practice 
that many indie labels are even more exploitative than the majors. 
”As mentioned earlier in this chapter, many non-mainstream musicians write English songs and have 
English names for their bands. But the experience of this band, ".Huh?!, cannot be explained away 
by cultural imperialism analysis through structural framework, nor by the more sophisticated global 
flow schema of Appadurai's (1990). Their usage of English in making songs have psychological 
aspects. They told me that using English is a kind of escape for them, because Cantonese is too close 
to life. Further studies in this direction would probably shed light on the intimate and complex 
relations among language, selfhood and society. 
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as their band name reveals, blows up the essentialist major/indie split. Their 
experience also empirically affirms Wallis and Malm's observation that "[s]mall is 
not always beautiful (1984:111)，，. Majors, as they point out, "are not homogeneous 
colossi made up of totally programmed human nuts and bolts (ibid: 91)，，. Even 
within one major, there are interdepartmental combats and conflicts between 
individuals. 
"Indie", as Yuen Chi Chung said, does not entail any progressive messages like 
anti-commercialism and anti-establishment. This has much to do with the corporate 
support of band sound in recent years. Carlsberg Music Festival, for instance, is 
organized annually since 1985 by the beer company. Local famous bands Tat Chi 
and Beyond were winners of these contests. A soft drinks company Demisoda also 
sponsored series of the indie band shows in collaboration with the Hong Kong Arts 
Center. Commercial Radio 2 also has a key role to play. It targets youth as 
audience and thrives on the profitable youth/music/pleasure association. Between 
1994 and 1996 the radio company ignited the wave of indie bands with series of indie 
gigs and programs promoting band sound, such as Quote Zone and Band Time. 
Empty slogans concerned with social justice were often employed e.g. the Love and 
Peace Festival at the University of Science and Technology of Hong Kong in 1995. 
No real political and social issues were ever addressed seriously in their concerts. 
Given the corporate background of the bandsound movement, “indie，，is used merely 
as a marketing and ideological tool, as a heroized rhetoric packaged with pseudo-
rebellion cliche of rock and youth. 
The term "indie" is now empirically devoid of any socio-politically critical 
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meaning. Rather than carrying with it the old anti-major and anti-establishment 
implications, it is now just an equivalent of non-major. Some musicians, as .. .Huh?! 
has it, can have their own understanding of what "indie" means, which I agree 
unreservedly. To be independent is not a phenomenal alignment with particular kind 
ofinstitutions, since it subsumes agency under overarching and omnipotent structures. 
The important question is no longer the schismatic “independents/major?” but 
"independent from what?", Rosen (1997) remarkably suggests. To be independent 
thus is a matter of attitude and active autonomy, regardless of the sites one inhabits. 
The British agit-prop band Chambawamba is a living exemplar for this attitude of 
independence^l The study of Blackbird is，therefore, not premised on their anti-
institution stance indicative of independence, but their concrete living attitude of 
independence. 
-The Mainstream in the Non-Mainstream 
There are some ideal typical perceptions of rock 'n' roll in Hong Kong. Tam Tat 
Wah, producer of the indie label Noco, told me in an interview that he had been asked 
a few times why he does not wear long hair. Somehow the image of long-hair-black-
leather rockers is imprinted in public imagination of rock music. Among the 
audience in rock concerts, there is also a common glorification of hard rock. The 
12 Chumbawamba is a British anarchist musicians' collective. It has been an "indie" band by 
conscious choice for sixteen years. The band has used its music to support demonstrations and 
strikes. When it signed EMI in 1997, it was sneered at and accused of selling out. Yet the band still 
practices its agit-prop spirits. In the 98 Brit Awards, the band drenched John Prescott, Britain's 
Deputy Prime Minister, with a bucket of water. The act was stung by the New Labor Party's refusal 
to support the Liverpool dockers' strikes and other grievances against the party's social policies. 
They have made million-selling records under EMI but they have used the money to support 
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stark monolithic image of rock as angry and noisy expression is still popular. Artists 
who swing their long hair, dance with big gestures stir most response from the 
audience. Tam Tat Wah disgruntled about this angry and noisy stereotyping of rock 
'n ' roll, for which he and the artists of Noco lost opportunities of media coverage. 
Most of them are neither heavy metal musicians nor angry youths. There are also 
many local artists who play genres like Gothic, cutie, synpop without angry outlooks. 
Yet they are sidestepped in the cultural discourse in about rock and non-mainstream 
music. Apart from the common practice of having English Band names and writing 
English songs as aforementioned, the idea of "band" prevails in the non-mainstream 
music world. Many of the artists under Noco are one-manAvoman-band. They are 
individual musicians making music all by themselves, often with MIDI, sequencers, 
samplers, etc./^ For this they are often excluded from band concerts and lost 
opportunities to get to know the audience. In order to be able to participate as guest 
in Band Time, a program of Commercial Radio 2, some of the artists from Noco 
joined together as a band called Bone Smell. The heterogeneity of non-mainstream 
musicians are collapsed into the mythic, stereotypical representations of non-
mainstream artists as rebellious hard group-based rockers, and henceforth further 
obscures the non-mainstream music scene. 
- T h e Collectivity of Do-It-Yourself 
Many local musicians, by choice or by circumstance, stay outside the music industry 
and make records on their own or with help from friends. The advance of 
anarchists' conferences, non-govemmental organizations and poor music groups. 
”Goodwin (1992) has noted on how the development of new technologies has made the concept of 
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technological innovation and easy availability of recording machines have 
democratizing effect in the production, reproduction and consumption of music, as 
Goodwin points out (1990). This is a boost for amateurism and a backlash against 
the monopoly over music recording by record companies and professionals. Many 
local musicians and amateur youth bands produce their own records by renting 
machines in established semi-professional studios or by borrowing or buying 
equipment and record in their own homes. May Ip recorded two albums in her own 
home in Lantau Island, and the sound of birds singing and dogs barking in the 
neighborhood are clearly audible in the songs. Peter Suart and Blackbird also do the 
recording in their own homes. • • -Huh?! and Persistent Energy have their own studio. 
The cost of producing albums is not too expensive. For a middle range quality 
production, the unit cost for a production of 1,000 units is around HKD $20. Many 
record the master copy in Hong Kong and has the reproduction in mainland China, e.g. 
some albums ofMidnight Flight and Blackbird. 
The operation of the project-based indie label Noco may offer some reference. 
The indie label is actually run on a project basis by the one-man-band artist Tam Tat 
Wah. He posts advertisements in local non-mainstream magazines and artists who 
want to record their own song contact him. Several units of artists then get together 
and talk about their ideas of producing and packaging a compilation album. Tam 
said he never interferes with the production process of making songs except for giving 
technical advice, because every artists have their own ideas and expressions in their 
songs. Every unit of artists share the production cost in proportion with the number 
group obsolete, and called into question the differences between musicians and technicians. 
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of songs they record in the album. As Tam told me, every unit of artists usually have 
to pay around HKD $2,000 to record a song. Tam takes care of the artwork, 
production techniques, reproduction and distribution. Artists can share a proportion 
of profits if the albums happen to sell. So far, as Tam confided, most of Noco's 
albums do not generate profits and that is why the label asks its artists to contribute 
money for the production cost. Rather than a profit-oriented business, the label is 
founded with the incentive to help each other out so that artists can have their own 
recorded works for circulation. Because of the musicians' lack of resources, they 
have to think of other means to attract media attention. Tam said that some band 
members have to go and do favors for some disc jockeys so that the DJs might play 
their uncontracted songs in their programs, 
"I know some band members who wait outside the radio station until the DJs 
get off work, and they treat the DJs to dinner or night snacks, give them little 
gifts and do them favors in mahjong games. Somebody I know in G.I.G. 
often does things like these. I envy him. "cos I can't bring myself to do 
that. Hey, I am an artist. I am very selfish. I do the songs for my own 
interests. It's good there can be more different things like ours in the local 
music market, and it's surely good to have people who like your music. But 
I have my dignity. I can't bring myself to do those thing, not even for the 
music or the local music terrain." 
Tam told me he had to give seminars on the use of computer softwares for 
exchange of some promotion gig shows in some computer business conventions. 
The musicians also have to make their albums in CD-rom format so that there might 
be chances that computer magazines would write some feature about them. Another 
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label, the Hong Kong Tribal which stopped operation this year, is also run on a semi-
collective basis on which artists make their albums individually but distribute 
collectively. One of the differences between these two labels and DIY Music, 
which .. .Huh?! has unpleasant memories as noted earlier, or G.LG and Sound Factory, 
is that the two labels are run by musicians instead of businesspeople (G.LG. was a 
satellite of a local medium size record company, Capital Artists, which is engaged in 
mainstream music production; whereas Sound Factory is invested by the son of the 
owner of the local bus company KMB Ltd..) It is, however, not to echo the cliche 
about the authenticity of indie production as criticized earlier. There are different 
kinds of indie labels just as there are different kinds of majors. More serious studies 
are needed to study actual operation of these two labels and its relationship with the 
artists before one can draw any convincing remarks. Nonetheless, in the non-
mainstream music arena, artists can work collectively for production and distribution 
oftheir music. 
Above is only some hybrid glimpses on the local indie music scene. Its full 
picture is far beyond my grasp. The indie scene is not necessarily independent of the 
larger music terrain. It is also interwoven into the larger cultural tapestry and is 
always in the making. The larger music terrain in Hong Kong, on the other hand, is 
not “a self-correcting industrial system based on market equilibrium", as Rowe (1995) 
wams against naturalistic cyclical perspectives in understanding popular culture (e.g. 
Peterson and Berger, 1975). It is dominated by big record companies and giant 
retailers which strategically attempt to orchestrate public music tastes. 
As will be laid out in the next chapter, the works of Blackbird enjoys 
virtually no airplay at all. It has a lot to do with their overt political attitude and their 
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refusal to corporate support. Without the help of big record companies, they 
produce their own albums. To disseminate their ideas and their works, they put their 
works at small music retail shops selling alternative music and bookshops frequented 
by people who are interested in humanities. They also seek solidarity with other 
alternative musicians and occasionally organize gigs together, and have once formed a 
collective called Xiang Kang Tribal as a label to manage and distribute their works 
locally and in Taiwan. They have even published their own fanzines and built up 
their own circles of audiences. So hovering around in the margins of the local 




A Living Song 
“Of course we've got the power 
to dissect the system 
those men who own the military, courts, police and banks, 
always have a weak point" 
Blackbird, The Big Picture 
It is against the music terrain mapped out in the last chapter that Blackbird gets to 
inhabit its site of marginality. The band is politically radical and their songs are 
heavily laden with progressive messages, critical of the cultural and political situation 
in the world, especially Hong Kong and China. The overt political nature of their 
songs does not sit well with the depoliticized commercial music media. Without 
corporate support, their songs have almost no airplay at all. Their activities are 
sometimes given small coverage in local media, but that is in no way comparable to 
contracted musicians. Its overt uncompromising attitude to capitalist living has 
rendered it marginal in the local soundscape. 
The band is basically a duo, made up by Lenny, the lead 
guitarist/singer/songwriter, and his wife Cassi who plays bass guitar. Both were in 
their forties. They work very closely with people involved in the local social 
‘This title is taken from the name of a 16mm road movie the group and other people made in 1987. 
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movements. Mok，a local cultural activist and the initiator of the local People's 
Theater, has a long term relationship with the group. He wrote and sang songs for 
the band but had become less involved to follow his own path in the theater. Tom 
did the vocal with Lenny but he had also become much less involved in recent years. 
For the past two years, the drummer was Peter Suart who was a guitarist/singer in his 
own right. Lemiy, Cassi and Mok are anarchists. They were influenced by the 
radicalism of the social movements in the western countries, like student movement in 
Paris in 1968, and the civil rights movements in the US in the sixties. They got to 
know each other in their activities in the social movements. Peter is not an anarchist, 
but he said that he respected very much the beliefs of the band and he is a libertarian 
against repressive states. 
The band has been active in Hong Kong since the early eighties. Yet as early as 
the seventies, the members had been involved in local social movements. As Lenny 
recounted, the seventies were formative years for his worldviews, 
“I was studying the second or third year in high school at that time. I liked 
literature very much and I wrote poems myself. My teacher was astounded 
by my talents, well, that was really nothing, but he thought the world of me 
and often took me around. He and his friends were involved in the local 
social movements. Many were Trotskyites and Marxists. I listened when 
they talked and started to know the people. I was not very active in the 
front line back then. I usually ran errands for the movement. I was very 
much influenced by the movements, local and abroad. I became a leftist, 
an internationalist and a libertarian.“ 
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Mok was involved in the operation of a bookshop called Avantgarde, selling 
radical leftist books, humanities and social sciences publications. Lenny often went 
to the bookshop and helped the publication and distribution of the social activists' 
publish their own political journals. He also helped translate foreign political texts 
into Chinese for local circulation. One of the journals they published was called the 
Seventies^, which was very important in the social movements. It was in the early 
eighties when local activists split up and the tide of social movements ebbetf that the 
band got together to look for another way for social activism. The early eighties was 
also saw the rise of local popular culture of consumption^ The burgeoning 
entertainment industry had a strong alluring power over the public, and they found 
that literary medium was not effective for social communication any more. They 
decided to adopt performing arts for social activism. Mok said in a video made 
about the group, 
"We don't think that struggles in the cultural arena is the most important 
thing. Struggles should be carried out in many facets of life. There could 
be economic, political, cultural struggles, or even struggles at personal 
2 Seventies was a leftist joumal. The people involved were mainly young people active in the local 
social movements in the seventies. Many were also key figures in the Chinese Language Campaign, 
Defending Tiao Yu Tai Movement, ‘Anti-Corruption，Arrest Godber Movement'. It was published 
with the aim to link up social struggles with cultural concems. See The Hong Kong Federation of 
Students (ed). 1983 (in Chinese). 
3 The ebb of the local social movements in the eighties has much to do with the changes in the local 
political agenda, i.e. the first election of the regional and urban councilors, and the emergence of the 
1997 issue clouding the prospect ofHong Kong. See Lui 1994, (in Chinese). 
4 The eighties is described as a ‘post-scarcity’ era. Whereas the novelty and glamor of television 
broadcasting dominated the entire decade of seventies, various kinds of entertainment became more 
available for pubUc consumption. For glimpses of the local popular culture in the eighties, see 
Cheung 1990, (in Chinese). 
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psychological level. It's just that when we looked back at the social 
movements in the past, like the Chinese Language Campaign^, the Defending 
Tiao Yu Tai Movement^ we found that our society was destitute of creative 
cultural elements" {After All These Years). 
They then started to take to the streets with street theater, rock music gigs, and 
videoplays, etc. The band was formed as a result of this branching out to various 
cultural activities. What they had in mind was to merge music and art with grassroot 
living. 
The band always carries out projects of cultural activism in collaboration with 
5 There were two waves of Chinese Language Campaign. The first kicked off in 1968 and ended in 
1971. The second began in 1978 and declined in 1982. Mok here refers to the first wave of the 
campaign. The goal of the campaign was to demand the legalization of Chinese as an official 
language. This rooted in the then British colonial government's discrimination against the use of the 
local language. Local student groups and labor organizations organized the campaign. It was 
commented to be a revisionist campaign with nationalist elements but lacked of concrete radical 
political agenda. Some held that it laid the foundation for later anti-colonial social movements. 
Chinese language was legalized as the official language at the end of the first campaign. Yet Chinese 
language was still very much devalued by the colonial policies and the second wave of the campaign 
demanded the use of Chinese as the teaching medium in junior forms in secondary school. See The 
Hong Kong Federation of Students (ed),1983.(in Chinese) and Ng 1997 (in Chinese). 
6 The Defending Tiao Yu Tai Movement was triggered off by the territorial disputes over Tiao Yu Tai 
which the US government occupied during WWII and returned to Japan rather than China after the war. 
The movement was first initiated by Chinese students studying in the US, and was later 'imported' to 
Hong Kong. The trajectory of the movement also had a lot to do with the revival of nationalism in 
Hong Kong, and involved long-standing disputes among social activists and nationalists in the local 
social movement. See The Hong Kong Federation of Students (ed),1983.(in Chinese) and Ng 1997 
(in Chinese). 
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other people. They come together as an "affinity group”?，as Bookchin (1974) has it, 
by which people get together due to comraderie and alignment of similar beliefs. 
Their projects include performance in oppositional social gatherings, videographing 
and concerts. Their 16mm film, Blackbird: a Living Song, and the video, After All 
These Years, were produced with the People's Theater on such basis. 
Why Work 
In order to finish these projects, they refuse to settle with stable, permanent and full-
time jobs. Cassi works as a private tutor for school children, and Peter is a part-time 
pianist for a local institute for performing arts. By not tying themselves to full-time 
jobs, they have more time to themselves. Cassi told me once that she works for a 
living, but not lives to work. Working as a private tutor to school children gives her 
much free time to play music and take care of her family. Lenny takes up a wide 
range of odd jobs. He is a freelancer mixing jingles for video shows and television 
programs. He is also a freelance translator, documentary videographer, music critic 
for magazines, in addition to working part-time for local non-govenunental 
organizations. It sounds a lot but actually he said that he has to workjust on average 
just one or two days every week, since there is not always jobs to do. Their refusal 
to take up permanent full timejob is a tactic to minimize the power of capitalist work 
7 The concept of "affinity group" originates from the Spainish anarchist movement before the despotic 
rule of Franco. It is characterized by a very close relations between members. The close relations 
are developed from the shared experiences of revolutionary practices. Membership must be small so 
that direct democracy is possible without the need for representation and hierarchical structures. See 
Bookchin 1974. 
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discipline on them. Work, to them, is in essence wage labor andjust a means to ease 
financial pressure. Lenny and Cassi do not have stable income but it is no problem 
for them since they maintain very simple lifestyle. Lermy said that they have very 
few clothes, and they recycle the surplus of this capitalist society, e.g. by picking up 
what people dispose of, like fumiture and computer. Their own publications, 
Communique, are made with a pirate Apple computer which they exchanged for 
HK$65. By minimizing their own financial need, they can be more autonomous in 
the deployment of their time. Lenny told me, 
"If you do something because somebody pays you to, that is just a job. You 
can work as a translator, a composer, a cleaner, a cashier in McDonald's. But 
in essence they are all the same: you are selling your labor, selling your time. 
It's just a matter of different degrees and levels of selling. I want to be in 
control of my own time, do things according to my own will, so I sell the least 
amount of time to keep a very low level ofliving." 
For them there is no intrinsic value in wage labor. They seek their life 
meanings elsewhere, and one of these terrains is their cultural activist music playing. 
June 1997，in anticipation of the handover of sovereignty in July, was a hectic month 
in Hong Kong. Many fihning crew and press people around the world gathered here 
and Lenny was asked to work as a freelance assistant producer for many of these 
crews. However, he tumed down all the jobs. Cassi and Peter also rescheduled 
most of their part-time jobs in order to carry out their projects. The group believed 
that they should take the opportunity to show the world dissent voices. They 
launched a series of projects like filming social demonstrations for worldwide 
distribution, video and graffiti shows as well as concerts for the local people. Instead 
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of making more money, they eamed less during the time. Lermy even had no 
income that month. They paid from their savings the politically dissident activities 
Blackbird initiated during that time. 
The relations between work and leisure has long been a main concern in cultural 
studies. There is no uncontested definition of leisure. Many equate it with free 
time or the time left over after work and essential human capital maintenance like 
sleeping, eating and personal hygiene while Weber takes it as a subjectively 
meaningful affiliation to a specific value position (see Rojek 1985). Many leftists 
refined the notion by looking into its dialectic power relations with capitalist work 
system. Frankfurt School theorists like Adomo, Horkheimer and Marcuse condemns 
the "pseudo-individualization" and "one-dimensional" nature of popular leisure 
activities which serve as escapist catharsis for working class consumers, and end up 
rendering them faithful servants to capitalism (Adomo 1990; Marcusel964). 
Birmingham School cultural theorists have worked against this elitist interpretation 
and argued that leisure activities can jettison central class values (Clarke 1976) and 
create an “alternative value system" (Hebdige 1991). They have, however, as Rojek 
(1985) points out, placed work at the center as the determining force of leisure 
activities, which are henceforth also subject to the logic of class exploitation. As 
Harris (1992) contends, the CCCS group's conception of leisure is underlined with 
bourgeois assumptions, in spite of their attempt to assert the subversive power of the 
leisure activities of the working class. Their understanding paradoxically ends up in 
the working class being more effectively integrated into the capitalist system. 
The leisure activities of Blackbird, however, tell another story. Rather than 
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structured by the demands of work, their leisure activities structure their demands of 
work. They all see work as an unnecessary constrain imposed upon people by 
capitalism. By minimizing their subjection to capitalist mode of living, they 
maximize the autonomy over their own lives. Their leisure practice cannot be 
deciphered through the framework of the above approaches to leisure. Leisure, 
contrary to the assumptions of the cultural theorists reviewed above, is not mere 
remnant left over by work but, the other way round, can be the determinant to overrule 
the discipline of work. 
DIY Music-Making 
Blackbird make their works in their own home with low-cost recording equipment. 
They have refused some contract deal offers from a few record companies abroad. 
This, by the most conventional definition as discussed in the last chapter, labels their 
music "indie". They make their own albums and distribute them through their own 
network. They are indeed very proud of their achievement without support of the 
record companies or other institutions. Their insistence in achieving full autonomy 
in their own cultural production projects their socio-political positioning. Their will 
to keep clear from the record companies is not to echo the myth of “indie，，. Yet the 
fragmentation ofthe independence/autonomy/do-it-yourself coherence should not lead 
to a cynical tum toward efforts at persisting the ethos. Their self-placing through 
strategies of cultural production speaks out loud their aesthetic difference and political 
dissent. 
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War of Position 
The group steadfastly refuses corporate or institutional support. Over the years, they 
have been offered contracts by a few record companies in Taiwan and Japan. But 
they had these offers all tumed down. Lenny said, 
"Wouldn't it be absurd if we criticize the domination of capital but get 
money from dominators at the same time? We don't serve the capital. In 
the commercial world, the capitalists have intricate relations with each other. 
What if a record company wants to do a deal, say, make a jingle or a 
commercial song, for a cigarette company? I am not anti-smoking. 
People have the right to have cancer if that's what they want, but the 
cigarette industry enslaves and exploits a lot of people globally. And what 
if they want a deal with McDonald's? It's a bad company, rotten to the 
core. We don't work for exploitative capitalists. We want to be 
independent, to show that people have the power to lead autonomous lives." 
They refuse commercial or institutional support but welcome donations from their 
audience. They differentiate it from the former because these donations come from 
the people. They identify themselves as a music group of the people. Their music 
serves themselves and also the people. In fact, they are glad to receive this non-
interest-aligned financial support, since it tells them that they are not doing self-
righteous things, that there are people who identify with what they do. 
Their independence is a matter of attitude, not a dogmatic demonization of all 
structures. They are not attempting at some illusory transcendent project of 
establishing separatist “liberated zones" or "free enclaves" in the absolute sense. 
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Rather than fundamentally positioning themselves outside the system and claim a pure 
stance, they combat the capitalist disciplines by forming affinity alliance with other 
local groups and flexibly use their own values. 
In 1997, a video, AfterAll These Years, was made about the alternative living of 
the group. Their long term friends at the People's Theater, which is committed to 
performing for the people on issues of their everyday living, and other interested 
friends are collaborating on the video together. The Hong Kong Arts Center offered 
them sponsorship, which Blackbird wanted to decline because of its principle of not 
aligning with insititutions. Other people working on the project, however, insisted 
that they might not be able to finish the project without the funding. They had some 
discussion and the group compromised. There are some more instances like this 
when the group backed down on their principles and reached for communal solidarity. 
Another instance was the group prepared for a de-election fun fair against the 
undemocratic legislature election in the territory in 1998. Blackbird, libertarians and 
anarchists believing in the supremacy of self-government, was against any election for 
representative government. But members of other bands, like Simon of Midnight 
Flight who was a member of the Democratic Party, were just against that particular 
election because of its hypocrisy. Blackbird also compromised in order to achieve a 
solidarity front, although in the end the fun fair was called off due to hectic schedule 
to prepare for the June 4^ memorial concert. 
Blackbird also made the most of their opportunities to reach the public audience. 
In 1997，the group formed an informal organization with other local indie music units: 
Dancing Stone, Chan Wai Fat, Yi and Lau Yi Tat. The informal organization was 
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called Xiang Kang Tribal through which the units distribute their works. Lenny 
described it as a chemical organization since the joined units do not have to share 
similar beliefs except the commitment to create non-mainstream and experimental 
music. The idea was to solidify local non-mainstream music units and have better 
influence on the local music scene. They had a common web page on the internet 
and held some gigs together. But the organization did not come out with much effect 
and it finally came to an end in the summer of 1998. They go to interviews 
indiscriminately in order to talk to people about their own thinking and to know what 
other people think. They also talk to the media whenever asked. Instead of evading 
societal structures and the larger commercialized society, they deal with it. They 
know the importance of letting their voices be heard in order to foster changes in the 
society. Yet it does not mean that the group would go all out to co-operate with the 
commercial world. Before Xiang Kang Tribal came to an end, the collective put the 
CDs ofthejoined units fore sale in the local music megastore HMV. The prices set 
for their albums ranged from HK$120 to 145 each. Since the organization 
distributed their albums to the store at around HK$40 to 50, the group thought it was 
very unfair and that they and the audience were both exploited by the store. Lenny 
demanded the store to sell the CDs under HK$100 each, and when the store refused, 
Lenny retrieved their albums and refused to continue relations with the store any more. 
He told me, 
"It is definitely exploitation. The megastore could extract huge profits 
from the sales of our works. Though people might not buy our CDs 
because they might not be willing to pay much to try and listen, it does not 
really matter because HMV the point is our CDs work like omaments in the 
store and help it build up the image of selling all different kinds of music." 
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Other units in the collective also thought the prices were unreasonably high and 
since they almost had no promotion for their works, it was unlikely that consumers 
would buy something they might never have heard of at such high prices. But the 
units still thought of it as a channel to meet their audience, so they continued their 
consignment with the megastore. 
In a gathering with some local indie musicians, Lenny raised the idea ofholding 
ajoint gig show in public spaces regularly so as to reach the people directly. Many 
thought it a good idea. A local band called Persistent Energy agreed that it was a 
good chance to really revive street music and that it could be a free zone without any 
interference from commercial interests. No concrete plans were laid down in the 
gathering. I mentioned the idea again some time ago and Lenny said they had to 
really sit together some time later to think more about it. 
A few years ago, Lenny initiated to host a radio program with the Radio 
Television Hong Kong. The idea was to talk about life and society through the 
charm of music. He was thinking about infiltrating ideas of social justice and 
freedom in a watered down tone. These bits and pieces acts were hoped to gradually 
help catalyze ideological change. The station also primarily approved the idea after 
series of discussions. It was only in the final stage that the high level administrators 
of the station refused with phenomenal budget reasons. Later Lenny's friends at the 
station told him that the high level administrators were afraid that, due to some social 
stereotyping of rock 'n' roll musicians as discussed in the last chapter, he might say 
irrational things or suddenly burst into foul language. This institutional 
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discrimination against non-mainstream rock 'n' roll musicians tells how marginality is 
always in the making. 
Gramsci has been influential in the development of cultural studies and best 
known for his strong theoretical input into the concept of hegemony. The CCCS 
theorists have discursed much about the hegemonic popular culture and 
consumptionist resistance, but neglected the progressive undermining of the "trench 
systems" in the realm of popular culture. The “war of position" which Gramsci 
(1971) puts forward as a gradual and subversive strategy, as more adequate strategy 
than the all-out frontal attack of “war of manoeuvre", is sidestepped in favor of the 
consumer-sovereignty banality. Blackbird, rather than maintaining aloof stance from 
the larger capitalist society, has strategically made use of their expertise in music to 
try cultivate ideological change. Their occasional compromising of some principles 
in order to build a oppositional alliance among cultural activists, and Lenny's futile 
intention to use of positional advantage as a disc jockey to reach more audience, are 
some of the group's attempt at waging a war of position. By critically immersing 
themselves in the contradictions of the systems, Blackbird has composed a living song 
ofthe war of position. 
Building of Communicative Audiences 
Aware of its marginal status in the local music terrain, the group has tried their own 
means to reach audiences. Communique, which stopped print after publishing seven 
issues due to lack of resources, was their magazine published every two or three 
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months. The magazine is a means of communication trying to break down the 
barrier between production and consumption. This extra-musical strategy is widely 
deployed in westem punk communities where fanzines like MMR (Maximum Rock 'n ’ 
Rollfare widely circulated. Communique functions like fanzine, but I refrain from 
calling it fanzine since Lenny told me correctively that Blackbird wants friends, not 
fans. It consists of Blackbird's own writings about their thinking, their gettings-on, 
reviews ofprogressive artists, and social thinkers, as well as information about human 
rights related issues. Poetry, photography, drawings are also media used in the 
Communique. Many people write letters to the group sharing their ideas about the 
group's music, about music playing skills, about particular musicians, about their own 
fears and dreams or about living. Here are some excerpts, 
"Dear Lenny, 
I am washing my clothes in a laundry shop, and I use this spare time to write 
to you You mentioned a book ‘Art and Life, in your reply to someone 
called Paul in the last Communique. What's so special about the book 
anyway? I am quite interested too I am reading some books about 
living green lives. I am very moved by them, though I don't understand 
some of them. Have you read these books too? What do you think about 
them? 
From Jackson, Manchester" (Communique, vol. 4), 
'Maximum Rock 'N' Roll began as a radio show in California, the US, in 1977. In 1982, MRR 
debuted as a magazine for and about the international community. It is a fanzine dedicated to DIY 
punk ethics and rejects all connection to the corporate world. It refuses to use glossy paper and relies 
mostly on submissions from punk writers from around the world, and has a policy of rejecting sexist, 
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"Lenny, 
You mentioned in an interview that songs have to be meaningful in contents. 
It seems that you think lyrics are much more important than music itself. 
Don't you think it's a prejudice? You also criicized that the band Martyr is 
obsessed with packaging. Don't you think packaging is also a part of 
creation extended from music itself? 
From Fat Chai" (Communique, vol. 5)， 
"Lenny, 
I want to listen to some songs from bands which play blues and simple 
rock like some of your songs (Generation 97, Run Ran Running), not too 
violent, I hope. Could you help introduce some to me? Life becomes more 
livable and real to me than before whenever I listen to your songs. The 
feelings conveyed to my heart with the music. I feel empowered..…If I 
have not misunderstood, your songs in the tape ‘East is Red，are about 
changing oneself to a better state, and that revolution starts from oneself. 
Could you tell me about the band's past and future. I like your rock songs 
better than others like 'Big Picture', ‘Briefing Anarchy, (I really don't 
understand the song). Your blues are very touching too. By the way, how 
do you make the suppressed screeching sound in your song 
'Intemationale'? I wish you guys will never give up... 
From Lemon Scum" {Communique, vol. 7), 
"Dear Gou (Lenny), 
I know that I've been deceiving myself. I was just too lazy, I have to start 
anew today. Let bygones be bygones. But, frankly, would anyone like to 
racist and fascist materials. See Tumer 1995. 
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play in a band with me again? I've played guitar for eight years but I my 
playing was still lousy.... 
From Kwok Yan" (Communique, vol. 7 )， 
"Dear Gou, 
I received your tape 'People Have the Power'. I've leamed precious things 
about life from your songs. Could you also send me your 87，tape ‘Living 
This Life ’ ？ Your songs are part of my life 
From Jonathan" {Communique, vol. 7). 
Some even just write to say hello. Some sent them their essays and poems. 
Usually Lenny was the one who wrote responses to the letters. There are many who 
wrote to the group again and again to maintain contact. Communique, henceforth, 
served to bridge the gap between the musicians and the audience. They are 
networked together not only through music, but also their personal sharings. The 
magazine was free ofcharge, mailed to people who requested to know more about the 
group, and placed at some bookshops for circulation. The group made about five 
hundred copies for each issue and all were distributed. Many of those who had the 
issues got them by photocopying from fiiends --- which is what I did. 
The group always reminds their audience not to treat their works as 
commodities. In the booklet for the cassette 'People Have the Power', they write, 
"Please help not to denigrate this cassette tape to just another commodity, 
please copy it for your friends who cannot/unwilling to afford it. What you 
give is what we rely on for living and creation; you are giving us support, 
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and communicating with us, not consuming (of course you have the freedom 
to deliberate consumption). Blackbird is willing to send our works to 
anyone injail for free, just give us the address". 
In the cassette ‘Living this Life’，they also ask audience not to pause or fast-play their 
work in their first listening. The idea is that they want the listeners to respect their 
sincere efforts by giving full attention to the music at the first time. They do not 
want their music to be just entertainment to the listeners. It is earnest 
communication that they are after. 
Their works are sold at cost-price and, as noted in the excerpt above, they always 
remind audience that people who cannot afford can write to them and have their 
works for free. The group also retains no intellectual property rights as they consider 
it a monopolization of knowledge under capitalist market values. Audience is also 
asked to make free copies themselves and give to anyone interested but cannot afford 
to buy one. They also ask the audience to respect their efforts at creating the music 
by not interrupting their first hearing of the works. In their 1995 production 
“Uniracial Subversion", which is their first CD since their old works are all recorded 
in cassettes, they erased all the cut device. Audience cannot enjoy the easy technical 
control to choose particular songs as they find in other music CDs. Lenny says that 
it is the group members' attempt to obscure the instrumental control over the spirits of 
art and human at large. The band members and all the featuring artists have put not 
only efforts, but also their hearts and their youth into the music, so they hope that on 
an equal basis, the audience would pay respect to their creations by listening with 
their hearts, too, at least the first time. 
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To make their music a medium of communication with the audience, the band 
members expose their own ideas of composing, writing and performing the works. 
In every cassette or CD, there are enclosed leaflets about the creation of the works. 
There are also many live recordings in which talking and laughter among band 
members and friends can be heard. This exposition of the inspiring origins and the 
actual context of composition and performance is unparalleled in local commodified 
music. While the latter pursues a production of technical perfection, Blackbird opts 
for the humane touches delivered by the music. In commodified music, audience are 
expected to interact with the finished version of music itself or/and the packaged 
image of the singers; whereas Blackbird expects a communication with audience not 
only through the finished production of music, but also through delivering the process 
of production. The spontaneity works against schematic submission to "market-
orientated originality" (Benjamin 1973). They put in these fragments of impromptu 
performances because they think these are valuable moments they can share with the 
listeners. The band refuses to make their art creation something like repackaged 
entertainment as practiced in the market-led music business. 
For every production, the band reproduces about three thousand units which 
are usually sold out within three years. Among which about two thousand are sold in 
Hong Kong, and five hundred are sold in Taiwan, whereas the other five hundred are 
sold in Japan, Europe and the United States. Since the group always encourages 
people to make copies among themselves, they do not really know how many people 
have their works. 
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Without support from record companies, the group has tried to build an 
audience with their own limited resources. Through publishing magazines and 
making records, the group reveals their own ideologies and their ideas for their 
creation. Their listeners are invited to join in a two-way communication with them. 
By putting their works forward as situated practice, they undermine the philosophical 
deadlock posed by Barthes, "[t]he birth of the reader must be at the cost of the "death 
of the author (1977: 148).，，Their attempt at communicating with the listeners have 
cemented the chasm of producer and consumer. While they show the latter their 
ideas for the creation, the audiences are invited to feed back their own re-
interpretation. The two are interactive. 
Taking to the Streets 
The group is used to performing in the streets. For a long time after the June 4^ 
crackdown happened, the band took to the street with some friends every week. 
Lenny recounts, 
"Every one of us came andjoined of our own will. There was no invitation. 
All ofus felt that we had to do something after the crackdown, even if just to 
balance ourselves psychologically. We did not book any venue for the 
performance. It's all street thing. We went everywhere, Hung Hum, 
Tsuen Wan, Quarry Bay... anywhere. We stopped somewhere, occupied a 
space in street, set up the equipment and that was it, we played right there in 
the streets. It's not in the malls, not in the shopping arcades. It's 
absolutely a street thing. Those performances were demonstrations 
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themselves" (AfterAll These Years). 
Almost every year in June, the group does some gigs at universities, community 
centers, small concert halls, or public spaces. This year, 1998, the group initiated a 
concert outside the Cultural Center at Tsimshatsui. A few bands came together and 
thought about the details of the event. Lenny also asked me to come along. When 
planning about the concert, we considered performing at universities. The 
suggestion was put on low priority because it limited the audience to the university 
students and leamed people, i.e. the elites of the society. Community centers and 
small concert halls were also ruled out because we wanted to have the concert at more 
central areas of the territory, so as to symbolize the big ramifications of the crackdown 
on the whole of Hong Kong people. Then we thought about having the concert at 
the Victoria, but there were second thoughts about it. Because the Patriotic Alliance 
for the Democratic Movements in Hong China were going to have a vigil there. 
Even though all of us disgruntled about the practice of the organization, none of us 
wanted to compete with them. Because we believed that this was the first June 4也 
memorial after the handover of sovereignty, we should try to establish solidarity 
rather than to split our among our selves, just to show the power of the people had not 
died down. Then we rescheduled our concert to June 3'^  and changed our venue to 
Tsimshatsui. I have described in detail the processes of our picking the place, 
because it reveals the complexities of the politics of space. 
Tsimshatsui is a fine place to pick for the concert because it is a central and busy 
district. Tourists are told by their travel guide books that it is a must to visit 
Tsimshatsui. The locale is symbolic of Hong Kong itself. To hold the concert in 
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public area is especially symbolic since it signifies a political statement of the event 
itself. As Tananbaum reveals in her study of the subway musicians, performing in 
public space is political in the sense that it "challenge(s) established ideas about what 
legitimate culture is and where it can be found (1997: 19)". She also suggests, in 
refinement of Finnegan's (1989) "pathway" approach to study how people interpret 
community through music, that street performing constitutes a “transitory 
community" (ibid: 105). 
In the same vein, we can understand the June 4也 concert the group initiated and 
organized. By performing in the memorial concert at Tsimshatsui outside the 
Cultural Center, the group was making a statement that what they did was notjust for 
music lovers, but for the whole of Hong Kong. The fact that they had no target 
audience connoted that everybody were expected to share their furious emotive 
energy for the massacre. To perform outside the Cultural Center was particularly 
strong in implication that culture was not some institutionalized commodity with 
citizenship determined by purchasing power. In contrast, culture was in the streets, 
free, and belonged to the people regardless of race, class, gender, age or other 
discriminatory criteria. At that night, we estimated that about five hundred people 
gathered around at the highest peak. Many people came, stayed a while and left, and 
many gathered around and to watch until the end of the concert. We prepared some 
badges, T-shirts and CDs. But they were not for sale. People could have them 
without giving any money, though many of them gave generous donations. Out of 
our expectations, we received much donations. Blackbird did not bring along any of 
their produced items because they thought the event was a memorial for the 
crackdown, not for promotion of the Band. Anyhow, many also came forward 
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between performances of songs and asked for materials to know more about the 
performers. People applauded and hollered and became part of the event. Through 
identifying with the event By performing in the streets, the group and other 
performers said much about themselves and about the cultural politics of the larger 
society. What is most important, to me, is that by performing in the streets, the 
group and other performers, too, democratizes music and leisure -- unconditionally. 
Retrospection 
The band has been active in the local scene for more than a decade now. Lenny 
describe all these years as “a long experiment". They have attempted to do 
something that no other bands have tried in Hong Kong. In the realm of cultural 
activism, they are local pioneers. It is important to know what they think of what 
they had done. Tom said, 
"I am just using music as our tool for social struggle. This tool is like 
literature, publication and handbills I think we are providing another 
choice. It's not a choice of genres of music, but the content. We play 
music indiscriminately. There is no particular type of music that we don't 
play. But we choose to write more about living, about the society, about 
politics" {After All These Years). 
Mok said, 
“Of course we can't dream that we could break the chains on China and 
Hong Kong by a song. Just like you can't wish that a once-and-for-all 
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demonstration with a million participants could stop the rotten 
bureaucratic rule in China. We need those actions, plus other actions 
too. We also need time to prepare ourselves. Sing and Act are what 
we can do during this time." 
Lenny said, 
"Songs cannot change reality. It's people who do. Songs can only move 
people and have a bearing on what people think. People with ideas are also 
people with potentials. No one can estimate what kind of potentials other 
people have and impact of these potentials when they have the chance to be 
realized. Small gestures might come out from these potentials and when 
many people with similar gestures gather, there will be movements to 
change the world. What we are doing is to keep up the potentials." 
When asked whether their music was a kind ofpropaganda, Mok did not answer the 
question but ask people who listen to their songs to think about the questions 
themselves, 
"We don't think for the people. Everybody is a creator of culture. People 
can think, create, and talk for themselves." 
“ 
Lenny said to me, 
"We write a lot about politics, but our music is not propaganda. We are not 
dogmatic in anyway. Ifyou listen to our songs carefully, you will find that 
we are just ordinary people, not a political party. We are just a group of 
people who want to communicate with people sincerely about life. It is 
through music that we sing out our desires for a better society, in which we 
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can live lives the way we want to." 
He went on to say, 
"Why couldn't there be Blackbird? There is an Alan Tam, but not Blackbird? 
Why not? Because I am poor or what? Or is it because what I sing is 
meaningless? There are so many different things within the cosmos, I don't 
demand people to agree with what I do. Many people are doing various 
different things, but some have greater chances of realizing their dreams, and 
many can have many possibilities in life while others don't have a single 
chance in their lives. It is not enough to say that there are Alan Tam, Bob 
Dylan and Lenny. It is about the system." 
The group denies any sense of mission in what they are doing. They always 
emphasis that they are not doing what they do for any schematic political goals. 
Because they believe that, as they repeatedly state, everybody should be responsible 
for him/herself. They said that they write those songs because they, as ordinary 
people living in society, feel strongly about life itself and they have the urge to share 
their feeling with other people. And because there are people who continually 
support them by writing them letters and helping their band activities, they think it 
worthwhile to carry on with what they do. Cassi said, 
"When we first started ten years ago, only a few dozens of people came to our 
concerts. Gradually, people get to know us, and we have more and more 
support. These people support us because they agree with what we do, 
identify with our beliefs about libertarian living. Because of this support, we 
persist in our activities." 
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What is their impact on society then? Mok shrugged, 
"It's hard to say. I just think that I've put my left leg in front of my right 
one - one step forward." 
It is really hard to say. Since the group is often invited to perform in 
demonstrations, it is well-known among social activists. Some people involved in 
the local social movements told me they really felt empowered by some of 
Blackbird's songs and that the songs encouraged them to keep up fighting for social 
justice. Yet in the larger society, few people know about the group. People 
interested in indie music have larger chances in coming across their music in the 
several retailers which sell indie music particularly. Other than that, there is little 
chances audience who are used to mainstream popular music can get to know their 
songs. Recently, Lenny told me that he also discerned that this difficulty to get 
across their message to the larger public is getting more acute. I was rather surprised 
when Lenny said, "perhaps we have to become somebody like Aaron Kwok to be 
influential." Aaron Kwok is a popular male singer, one of the Four Heavenly Kings 
dominating the local mainstream music terrain in recent years. Lenny went on to tell 
me that the most effective way to make their dissident voices be heard, is to become 
someone who can have access to the general public. A popular rock star attacking 
stardom itself and social injustices, he said, was one possibility. But would not the 
necessary cooperation with the commercial world violates their beliefs? Lenny 
answered, “yes. There are a lot of things to consider. The best things these days is 
the growing popularity of the use internet. I am thinking about setting up a radio 
channel in the internet. And people can access it for free. That's really wonderful." 
Blackbird is a marginal group, but they want to remain marginal. But they choose to 
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remain so because of their beliefs and the circumstances. They have actively 
involved in their marginality and have received resonance. However, marginality is 
not a prison, they create from there but they refuse to be trapped inside. They have 
always wanted to reach out and communicate with more people. They do not want 
to be the mainstream, what they want is that someday, there would be no 
demarcations of center and marginality and people and things can have even 
possibilities to be realized. Before then，they still choose to inhabit the site of 
marginality, constrained by it but they endeavor to make it a creative zone, and 
continue to produce noises from there. 
In this chapter, I have tried to brief Blackbird's different oppositional practices and 
their thniking. Their resistance differs from those subjects of many cultural studies 
in that they do not place their challenge in the semiotic or imaginary level (Hebdige 
1979). Being a “magazine band" as they call themselves, they do not align with any 
particular dominating style. Their resistance resides in their everyday practice. 
They do not have wide ramifications in the society, but at least in their own insistence 
on living lives autonomously, refusing to be accommodated by capitalism. In the 
next chapter, I will offer a textual analysis of their songs and tell how their songs can 
also be living proofs of their resistant practice. 
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Chapter Five 
Freedom of Art as Freedom of Life 
Cultural Discourse as Political Activity 
"Smash the master now! 
But as you hasten to be free and build your commonwealth 
Don't forget the enemy who lives within yourself 
--Blackbird，Know Thy Enemy 
The Kantian notion of aesthetics as pure and transcendent has long been disavowed 
with the Adomoian fear ofintegration ofart and life (Burger 1990). Projects ofthe pop 
avant-garde have served to blur the high- and low-art conventional distinctions. Pop 
artist Andy Warhol registers attacks on institutions of autonomous art by openly 
acclaiming mechanical reproduction and montaging images from everyday life. 
However, in the pursuit of a de-aurization of art work, pop art celebrates a primacy of 
commodity fetishism and thereby blunts its own critical edges and ends up at an 
affirmation of art as primarily defined by exchange value (Eagleton 1985). The works 
ofBlackbird，however, take the halo offart through its anti-aesthetic music creativity 
and yet still retains its resistance to the capitalist establishment. Thereby, the band's art 
practice has concretized art as social production embedded in particular historical and 
socio-political context. 
‘This title is taken from a slogan written on one of the band's posters. 
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Anti-Aesthetic 
The group aligns itselfwith the anonymous public and believes that art equals 
life ofall indiscriminately. As stated in one of its article, "Our Views on Art", the group 
denounces bourgeois conceptions ofart and professionalism in art creation, 
"Art is not the sensuous, aesthetical and elitist indulgence of the bourgeois 
class. 
Art is not the subsidized luxury of an affluent society with educated 
sensibilities. 
It is the songs ofthe people in the streets, the graffiti-writings on the walls, the 
dances and theater that empowers people to become their own masters. 
Art should not be expensive, but accessible to everyone…… 
Art is cheap!" 
This insistence on art as ordinary and non-exclusive of"educated sensibilities" 
also goes with the group's de-schooling belief. Music, as Lenny once told me, is to him 
a medium of self-expression and the urge to express oneself always precedes the 
mastering ofmusical skills. To grasp this medium, one does not need formal training in 
schools, particularly when schools delivers knowledge invested with bourgeois values. 
Like many independent artists in the underground scene, most of the band members 
leam how to play their instruments by themselves. The anti-professionalism attitude 
echoes the punk DIY (Do-It-Yourself) spirits erupted in England in the seventies. The 
punk wave advocated that everyone can play music and even ifone only knows as little 
as three guitar chords, one can still play one's own music. Sophisticated musical 
techniques are discarded for raw and untrimmed ones. The ideas to evade stardom and 
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the monopolization and co-optation of music by big record companies. The emergence 
ofpunk is usually traced to originate from the discontents ofthe English working class 
youth over the gentrification of their communities in the seventies. The embrace of 
punk style by the band also has much to do with the band members' living without 
stable income. Yet while the group identified with the DIY attitude, it is not restricted 
to punk. The band describes itself as a "magazine band" which assembles many 
different genres, ranging from acid jazz, blues, punk, hip-hop, folkloric ballads, 
Chinese regional minors, to many unclassifiable practices. 
Many of the band's works employs the form of eclectic patchwork of news 
reports, advertisements, sayings ofprominent social and political figures and strange 
intelligible sounds, etc.. In <結構玩笑〉（Joke on Structures), the deployment of 
eclecticism is most salient. This piece of music is an edited fragment of live 
performance recording. The whole piece is a bricolage of some illusionary electrified 
sounds made through pedals and effectors, a series of floating ambient guitar solo, 
annotated by fragments ofnews reports. Toward the end of the work, a news reporter 
narrates, “在離開前，周南向所有記者祝酒，話中國正一天一天的步向繁榮，而香港 
的前途係一片光明“（“before he left, Zhao Nan made a toast to alljoumalists and said 
that China is prospering day by day and the future of Hong Kong is bright" my 
translations). There is no singing throughout the piece, yet the screeching slides and 
discomforting hollowness created by the guitar ridicule the realities delivered by the 
news reporters. 
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< 黨准運動 > (Party Approved Sports/Campaign) is another example of the 
eclecticism and intertextuality practised by the band. The piece is kicked o f f b y a 
chorus singing Chinese revolutionary songs and is followed by a feminine voice, in a 
distinctively official tone, glorifying the Chinese communist party and stressing on the 
importance to wipe out counter-revolutionaries. The piece is then performed as a sports 
game narration wherein all the names of the sportsman/woman are names ofChinese 
and Hong Kong political figures. The narration is backed by a hard strumming guitar 
riffs in a fast and tense rhythms, kind of mechanical and formalistic like the East 
German industrial music band Laibach. 
The above two examples illustrate the unusual structure and eclecticism of the 
band's music. Many popular music critics classify the cut'n'mix practice in popular 
music as characteristic ofpostmodem art forms (e.g. Hebdige 1988; Lipsitz 1986 and 
McRobbie 1986). Goodwin (1990)，however, points out that the deficiency of the 
current debate about popular music and postmodern theory lies in the tendency for 
postmodern popular music critics to confuse the identification of eclecticism and 
intertextuality with the collapse ofdistinctions based on cultural capital. Eclecticism in 
postmodern theories are often designated to be pastiche/blank parody, as Jameson holds, 
of simulacrum made of free-floating signs. Meanings or true meanings are detached 
from these signs and, for popular music, sonorial signs are also held to be void of 
authentic meanings. They are corporeal and severed from the intellect, as the body is 
from the mind in postmodern aesthetics. 
This dissociation of sound from meaning, or form from content, as 
Nehring(1997) reveals, entails nothing "post"-modem but a repudiation of the 
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modernist effect to achieve transcendent aesthetics through artistic autonomy from the 
body. The removal of signs from their social context of utterance leads to a 
dematerialization of the concrete struggles waged in popular music. 
< 發火 > (Rage) is a song in which the band employs a proletarian position and 
cries out his anger at the exploitation by capitalists and the political shams of 
bureaucrats. The whole piece is performed by hollering. Similar angry shouts and 
desperate cries can be found in < 核灰塵〉（Nuclear Dust) and <Help Me To Be Free� . 
The former is anti-nuclear, telling the anger of the general mass at the flourishing of 
nuclear usage; whereas the latter personifies birds, fish and rainforests and call for them 
to unite against human exploitation of nature. Vocal slurs and almost intelligible 
mumblings are punctuated with desperate cries. These “emotive enunciations" as 
Eagleton puts it, are powerful expressions of “cursing, fearing, denigrating, celebrating 
and so on" (1981:124). In <New Window/China 87〉，the “quite physical" sounds, 
following Williams, is most powerfully delivered. As the song begins, it is again the 
voice of a news reporter announcing the imprisonment of Chinese political dissidents 
Wei Jinseng due to their counter-revolutionary activities. In the background of the 
reportage, there are noises ofmale crying in pain as ifbeing tortured physically. As 
Williams analyses the "language ofthe cry" in avant-garde forms, the cry fights to be 
heard above the news bulletins, the headlines, the false political speeches" and 
henceforth strumming the “angrily polarized social positions" (1984: 74-45). Sonorial 
signs, contrary to what many postmodern popular music critics conveniently hold, are 
often rich in emotions derived from actual politically-charged social context and can be 
physical and intelligible simultaneously. 
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These "polarized social positions，, can also be discerned in the band's 
employment ofcolloquial lyrics and foul language. Apart from using well-regulated 
language in literate style, many oftheir works are vested with vernacular words. In < 發 
火 > (Rage), for example, there are vernacular usage of “ 死做，吾制』；死00,吾蹈 
“ (meaning roughly work till you die, no way); in < 從前有人告訴我� ( S o m e b o d y 
Told Me Before), “ 死頂，所有 D 問題就會妥“ (meaning roughly hold on with all your 
might, and everything will be alright); and in < 冷屍掘路 > (Beat It), “ 全世界人都識 
講野，吾洗阿茂,，扮晒代表，係豬頭丙，冷癱，冷屍掘路，冷屍掘路“（meaning 
roughly that everyone in this world can speak for themselves, we don't need nojerks to 
play representatives for us, beat it, beat it). Words like “ 吾制“，“死頂“,“吾蹈“， 
“講野”，“扮晒”,“阿茂，，,“ D，，, “冷癱，，，“豬頭丙，，and “冷屍掘路“ are all direct 
phonetic transcriptions as there are no such words in the written literate Chinese. Foul 
language are also employed in < 核灰塵〉（Nuclear Dust). Words like “ 鳩 “ and “ 倉§ 
“ (vulgar words meaning penis) are repeatedly used. These "vulgar" words are socially 
disapproved in the dominant bourgeois cultures and they are conventionally held to be 
language ofthe lower class uneducated people. The use offoul language by Blackbird 
connotes the band's strong identification with the subaltern. This is particularly 
obvious in < 無能用者 > (The Scum). The song is written by a friend of the band but 
tells much of the band's position. The band sings it a lot in political gatherings. It 
describes the failure ofalower class social dropout as he/she fails to tag along the rules 














(as a little kid I hated school and I was doomed to failure 
I took a couple oflessons, then cut classes and went daydreaming with girls at a park 
I wanted communication and demanded dialogue 
but the headmaster said I was reactionary 
My old man dropped dead when I was in junior high school 
And I took up ajob the next day 
Workers don't need no pride, I flushed it quick in the toilet 
Gotta eat and live with a few thousand bucks 
And I knew that starvation is a way ofliving 
Went to the doctors and they charged for everything 
Stayed in a hospital and the fee almost killed me 
How to live, how to die, am I really such a useless scum? 
All my life, I've worked for the bricks — to pay back the loan for my flat 
You can't fall, there ain't no time to die, you've become a tool 
Your days are numbered, soon you'll be six feet under 
Wanna quit? Wait till you're dead 
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Want a change? Don't even dream)，， 
Language is an ideologically ordered arena charged with play ofpolitics. With 
language resides the collective worldviews shared by the linguistic conmiunities. 
According to Fiske, the employment oforalized lyrics is "function oriented" rather than 
"rule oriented" since its purpose is “not to conform, but to expose the arbitrariness of 
linguistic rules and to show that they are not so much functional as socially distinctive 
and disciplinary: breaking with them rarely destroys meaning but says much about 
social class (1989:113)". The frequent usage ofcolloquial lyrics in Blackbird's songs 
breaks with the bourgeois-aligned order in language use and gives an element ofl i fe-
situatedness in everyday referencing. Lyrics, rather than mere sonorial signs, are 
meaning in delivering concrete revolt messages. Countering Adomo's fear ofart being 
administered by life, art to Blackbird is life itself. Music, as a “sound form of 
knowledge" (Attali 1985)，is for the band an instrument for political activism and self-
empowerment. 
The group's intent towards a dissolution ofbourgeois values has much to do 
with their belief in freedom from domination. To live up this ideal, they have 
maintained their own class positions. The core members, Lenny and Cassi, live on 
casual jobs and eam their living on an irregular basis. With no stable income, they live 
in flats in public housing estates. It is not that they do not have the expertise to make 
more money, but that their anti-capitalist attitude refrains them from enslaving 
themselves to serve the bourgeois-controlled society. Their proletarian background is 
reiterated in Lenny's biographical song < Never〉， 
87 
"....never own a mobile, never own a house, 
never own much anything, never travel far, 
never fly, never fly in the air! 
But what, what does it mean? 
Have I，ever lived? 
i call this MY living! 
never shop at Celine, never feel ashame, 
never want a Cartier, never want a Rolex, 
my watch is my, my watch is my grandpa's, 
my pants arejusta 10 bucks, my coatjusta 60, 
can't afford Addidas, never want a Bally, 
my boot is from, my boot is from China! 
But i live, with a will, 
i've got nothing to conceal, 
this is MY living! 
i have my meals with eight bucks, 
while you have yours with eighty, 
you think i'm having a hard time, 
but i think life can be easy, 
simple life, simple life it is! 
You saw me on the tv, heard me on the radio, 
read about me in the papers, 
you think i'm making big bucks, 
yet i ain't going nowhere, 
don't wanna be a star! 
Life, could be so real, 
if you have the courage, to refuse! 
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Whatis YOURliving? 
The song was written when he was still in his twenties and he had not been to 
other countries then. Many years later now, he has traveled to other places mostly for 
solidarity activities with indie bands in other countries. The song still captures his 
determination to remain a proletarian as he chooses simple living. The lyrics also tell 
his stance against commodification. Mok also states in the leaflet as a preclude to the 
song <Help Me To Be Free� tha t he would probably never own a car because he would 
be poor all his life and that cars are detrimental to environment. Mok himself is 
involved in the People's Theater which is a group of"cultural guerillas" which perform 
mainly street theater for the general public on everyday life issues. He also takes up 
only temporary jobs like substitute teachers to make ends meet. His loath for wage 
labor is exemplified in < 工作機器〉（Work Machine), 
"There is a monster called work machine, it can take shape in many 
forms like totalitarianism and authoritarianism. With all the police, 
armies, state apparatuses, prisons, it can suppress us. Behind this monster of 
work machine, it is our economy. Our economy requires us to work. Work 
which consists of meaningless stuff, like teaching in schools, teaching 
meaningless garbage stuffin schools. This monster requires all ofyou to do 
meaningless stuff. It requires us to work to produce, for meaningless 
ridiculous reasons•.…everyone one ofus is part ofthis monster." 
This piece is a narration backed by music. In the narration, Mok disgruntles 
about the repressive capitalist logic ofwork which make production itselfthe reason to 
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produce and work. Wage labor, to the members ofBlackbird, is only for subsistence 
and nothing else. Beyond wage labor, there is life, which can be rich and meaningful in 
itselfwithout accumulations ofcommodities. 
Indeed, Lenny, Cassi and Mok never look for anything stylish to distinguish 
themselves from other people. They dress very simply, always clad in inexpensive 
tee-shirts and trousers. Instead ofattaching themselves to particular forms and symbols 
to signify their resistance, as Hebdige shows for English punk youth in Subculture: the 
Meaning ofStyle (1979) for whom the spirits of resistance resides with commodity 
fetishism, the band members revolt in their way ofliving which include revolt against 
commodification, too. 
As they are against capitalism, they also distrust the representational democracy 
closely linked up with capitalism. These people believe in self-government. The 
reliance on others to represent oneself is in no way for them emancipation. As Mok 
said, 
"Democracy to me is not to vote and elect some legislators to speak for people. 
The essence of democracy is how people can really be masters of their own 
lives, to live autonomously". 
And ofcourse, they do not vote. They are not even registered voters. For the 98 
election, Lenny launched an e-mail De-election campaigns, asking people not to vote, 
or at least hesitate to think about the meaning of voting before one cast the vote. Many 
people have featured for the band. Not all of them are anarchists as Lenny, Cassi and 
Mok, yet it is common among them a distrust toward representational democracy. 
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Cosmopolitan Positioning 
Kristeva, in Nations Without Nationalism, calls for "cosmopolitanism, which is 
simultaneously “against origins and starting from them, a transnational or international 
position situated at the crossing of boundaries" (1993:16). This echoes with 
Blackbird's own "Uniracial" stance. 
Many of the band's songs express anger over the human rights violation in 
China. E.g. < 血在燒〉（Blood Is Burning), < 這一代/中華〉（This Generation/ 
Chinese), < 大憲咒 > (The Great Constitution), < 青春墳場� ( Y o u t h Graveyard) and < 
囚徒〉（Prisoner) are some examples ofthe band's works focusing on the iron rule of 
the communist party over China. The last two are composed for Lau Shan-ching 劉山 
青肌4 Wei Jingseng 魏京生 respectively. Both are prisoners of conscience imprisoned 
for over ten years in the mainland. < 悼亡魂 > (Mouming) particularly addresses the 
1989 crackdown of student movement in Tiananmen Square. The group has staged in 
many oppositional public gatherings against the Chinese government. These 
expressions ofanger, however, are not centripetal to the Chinese nation. Other songs 
like < Migration S o n g � , < Generation 97〉，< 南音：香港史話〉（Southem Tones: 
Hong Kong Epic )，< 九七悲秋風〉（97 Lament), < 咪住 > (Hold It) and < 五十年 
不變〉（No change for 50 Years) are all situated in the local community, addressing the 
retum ofsovereignty to China and the political muting ofthe people's voices during the 
negotiation process. 
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With a shared skepticism about the nation state, the band decries all state centers 
but aligns itselfwith the common people. < Long Live The Polish Workers > is a song 
dedicated to the coal miners who struggled against capitalist and statist exploitation in 
southern Poland. Toward the end of the song, the band also pays homage to the 
people's movements in East Europe: “East Germany 53, Hungary 56 and 
Czechoslovakia 68，Internationale…““ Indeed, < Internationale > is a song performed 
repeatedly by the group. Only that the some of the lyrics are changed. In the Chinese 
official version, it goes like “ 我們要做天下的主人 “（We have to be masters of the 
whole world ) • In Blackbird's version, it is changed to “ 我們要做自己的主人 ” (We 
have to be masters of our selves). The original version is connotative of domination 
which is fought against by the group as manifested in < Briefing Anarch i sm� . The 
song is a narration about the emancipatory ideals ofanarchism backed up by whole tone 
composition. The equality oftonal intervals signifies the domination-free ideals. The 
rejection ofdomination s also resonated in < 宣言〉（Manifesto). As Guo says in the 
leaflet, the song is inspired by Les Principles Humanitarisles by Eugene Relgis, which 
states that “ifyou ask me about my country and my race, I can only answer you frankly 
with my conscience, that I am human". In < 宣言〉（Manifesto )，a cosmopolitan 
position is employed: 
"sky and earth are my parents, 
the world is my homeland 
Asia, Africa, and Europe 
i embrace them with all my heart 
i will go everywhere 
i will wander through continents and over oceans 
i am people ofthe land 
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there is nowhere i cannot retum to 
your skin is black 
your skin is white 
your skin is yellow 
but we have a common ideal 
for a handful of earth and dust in this cosmos 
let's build a harmonious beautiful home" 
In <No O n e � , this maxim against discrimination is again echoed, 
‘‘ there must be something you can do 
feeling through each other's current coming thru, 
as students, as teachers, 
as intellectuals, as workers, 
as the people 
the people who can change the world 
there must be something we can do 
feeling each others' current coming thm' 
as chinese, as africans, 
as polish, as koreans, 
as the people, 
the people who can change the world" 
The group is itselftransnational in the sense that it collaborates with many artists from 
other countries. Peter Suart, who has been the regular drummer for the band for the past 
two years, is British and the Japanese band So-So is a long-term partner ofthe band. 
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Musicians of other races like Filipinos and Italians also worked together with 
Blackbird in the production of Uniracial Subversion 連眾顛覆.Through aligning with 
musicians ofother ethnicities through common concerns like human emancipation and 
freedom of art, the group aspires to culture as common ground, as to go beyond the 
limitations of ethnicities. 
The dismantling ofidentity boundaries is a refusal of the group to station at one 
single social position. The employment of different identities, even women as in < 
What about My Pleasure? > and < 女人吟 > (Woman's Voice) and birds and fish in < 
Help Me To Be Free〉，is a strategic reworking of identities through constant social 
re-positioning. As Gramsci calls it, the band is engaged in the war ofposition，which is 
to construct a counter-hegemonic alliance, rather than the war of maneuver, i.e. the 
effort to seize state power. Locally based as the group is, its concern is globally 
defined. 
Art, as Blackbird has shown, is an outcome of social and political milieu. The 
intent to abstract it from society is both self-deceptive and elitist. Through the practice 
of its ideals in music and actual living, the band lives out the possibilities of leading 




“[A] subversive strain of music has always managed to survive, subterranean and 
pursuei . . music is the locus of subversion, a transcendence of the body. At odds 
with the official religions and centers ofpowerm [music] gathered marginals...” 
~ Jacques Attali, Noise 
I have focused on one music group in this study. This approach, what some would 
call the person-centered approach - is meant to give finer touches about individuals 
and their lives as embedded in larger social milieux. It is a means to posit the 
personal for grasping the trans-personal political. Often in cultural studies, we 
conjure up generalized discourses about some subcultural trends and simultaneously 
talk much about fragmenting master narratives. The result is that we end up losing 
sight of the individuals, and their material and concrete efforts to grasp lives in 
peopled power matrix. By trimming my scope of study to one music group, I hope 
to bridge the much contested, but still prevalent academic conceptual chasm between 
the private and the public, the individual and the communal. Though I have to admit 
that I have done an embarrassing task. 
Blackbird's experience is revealing and has much bearing on the "banality of 
cultural studies" today. There is a fetishization of youth in the studies of popular 
culture, wherein youth is a metaphor for social change. Hebdige's Subculture: the 
Meaning of Style (1979) is a seminal work in the direction. Many studies have 
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flourished on subcultural youth groups like punks, skinheads and teddy boys, etc.. The 
use of "style as a form of Refusal (ibid: 3)，，has however placed resistance into 
commodity fetishism, and played ourselves right into the palm of capitalism. To be 
subcultural then becomes an end in itself. And the capitalist Goliath does not even 
raise its eyebrow. Blackbird is no youths. Lenny and Cassi are in their early forties. 
Peter is in his early thirties. They have nothing compatible with the "twenty-
something" rock fever in the westem music scene — which to me is just another "angry 
youth" pseudo-rebellion marketing gimmick. The choice of youths as subject of 
studies is probably best explained by their unfinished channelization into the adult-
middle-class determined established order — excuse me if I am being essentialist. 
Yet the fact that they are young does not necessarily mean they are angry, and even if 
they are, it does not equate real attempts at changing social order. By dethroning this 
mythic representation of angry youths, I hope to reinstate the necessity to grapple 
concrete struggles to combat social order — regardless of age or other discriminatory 
criteria. 
We have also arrived at a point in cultural studies that we have gone all out for 
micropolitics and almost give up on mass politics at all, as Eagleton (1996) points out. 
Following du Certeau, we tend to tame our petty defiant spirits with tactics of make-
do, walking in the city, etc.. While these are important in everyday living, the 
systematic character of the repressive power should not be forgotten. Blackbird's 
persistent efforts at displacing the hegemonic order through music dawningly remind 
us ofthe active element in mobilizing cultural and political change. 
I am not going to repeat with a summary what I have said already in the back 
96 
pages. The only point I want to recapitulate is that art is experienced, not interpreted. 
The same for resistance. Thanks again to Blackbird and many beautiful souls I met 
in these two years, I leamed it from their discordant but self-affirming existence. 
97 
Postscript 
There are many limitations in this thesis. One of the most serious limitations is the 
incapacity of this thesis to reveal the band and their mus ica l activism as a process. 
Blackbird, as a very well established band which has already been active in the local 
non-mainstream music scene for over a decade already, has gone through a great deal 
of struggles. Its history of musical activism and the difficulties it entailed, their will 
to confront the challenges and their determination to insist on, are all compressed 
awfully into a frozen point oft ime in this thesis. The feelings, efforts, ups and downs 
of the band in different periods, as merged with the local history, are by and large 
invisible in this thesis. And because the band is so adamant about their beliefs and so 
steadfast about what they are doing, if they have moments ofhesitations, frustrations 
and temptations to give up as I am sure they do, I failed to capture these moments. 
Another major limitation found in this thesis is the apparent insufficiency of 
information from varied perspectives. I have looked at the band mostly through their 
own points of view, mostly because my initial interest is how they reflect upon 
themselves and their doing. Yet given more time, it would also be inspiring to see 
how others, like the audience and other bands, see the band from different angles. It 
might have enabled me to be more critical of the band about their music and their 
practice. It could also have helped shed light on the social impact the band has 
stormed, however limited the resonance is. 
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All through the process ofwriting this thesis, I have always been perplexed by 
my own role. Because the subject ofthis research is so articulated about their music 
and their life practice, I have often felt myselfa fake. They are entirely different from 
the research subjects I am accustomed to, who are usually muted underdogs in society 
and deprived of the rights to fix their own pieces in the gigantic social puzzle. In an 
attempt to feel myself"useful" and capable of"seeing farther，,，I have turned to high-
sounding academic theories. This has led to a bulky input of embroidering theories in 
the preliminary drafts and it is only in this final revision that, eamest thanks to my 
little think-tank advisors, this thesis fortunately have lost weight by minimizing many 
unnecessary wordplays. I still have not resolved this little "fake/true-useless/useful-
researcher" mind game. Lenny's words ring a bell in my mind time and again, "many 
academics write about punk, grunge, heavy metal, or the fashionable world music, 
whatever, but they don't change anything these musicians do. They do their tasks, 
we do ours. Music and life is beyond texts." Haunted by mind game, and crippled by 
the boundaries of texts, for this research I have settled myself with the modest task of 
being a "clerk ofthe records" (Scheper-Hughes 1992). 
When I was writing this thesis, it was suggested that I might write a book 
about this band, with them being the exemplar of local artists for anti-capitalist 
political activism. I declined the idea instantly, because the band is so articulated 
about their beliefs and life practice that they need nobody to speak for them. Though 
if I really did it, I would do it from a perspective very different from theirs, and a 
piece much more serious than this crappy thesis. I passed this idea on to Lenny later 
and was elated when he said that the band has already thought about it, because they 
have carried out a long experiment which no other band has tried before in Hong 
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Kong and it is really worth documenting. So gladly, I will leave this task to Blackbird 




Freedom of Art: Freedom of Life f 
fc:: 
A celebrat ion on the culture of freedom. "•' 
Ii B f i 
M 
.^  ^^^^^^^^^^^^^^^^^^2^^^^^^^m^^^^^ i^^ i^^ ^^^^^^^^Qi^ ^^^ j^^ ^ j^^ 2^ j^pjimi^ nii 
^ i ^ ^ ^ H B ^ ^ ^ | ^ ^ ^ H 9 H H H i ^ H 
f i m i B B H B n m n ^ m ^ ^ i 
I ^ j ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ ^ i ^ i j ^ j ^ i ^ ^ ] ^ ^ ^ ^ ^ 
� S 9 H H ^ I H H B B B B H B I B H B I I H f l 9 B B U E H I I I ^ I I B 
Cu//ecf,ve Performance by B l a c k b i r d 97 c o n c e r t ser ies (No.2) ^ 
BLACKBIRD, ANTHONY WONG, PETER SUART， | 
the CHANNEL and the C O _ N A DE PEDRA dance theatre. I 
2 S Jur .Q S u n . 7 p m S p a c e M u s e u m , T s i m s h a t s u i . f, 
T i c k e t s S80 A v a i l a b l e f r o m U R B T I X ' A r t n i s i | f 
M?.. •_• ir.t «t t ^ KL *nu*.t IP. r 
-4«»?vy'^ r^>.,4Ji4u>»,^ ,ft^yi^^ 
101 
看 
•.•  •:〜:.?（，...:-'.�-. ..::J-::;.::,:;i;",.:..v.:..:.... )-L:.:,..,3^ ^^  ., 
雜 綱 樂 画 I 
B 3 u u h i n i 3 t H ^ v e n | 
入 «川�50»1 T�iTrvttim « r pn^llecycai ft 
BWi^^ S^ 7 ^ ^ .^ vo.« Nc^  3 黑 萬 九 七 趋 . 突 \ 系 列 - . . - . f e 
特 m 之 極 樂 寇 狀 " - m 
Blackbifd 黑爲"K>wwrrw:tvt4;ffwt , 
^ ^ | g g j U I 
^ ^ H I 
m ^ ^ ^ ^ m m I 
HK^^BSHH9i^lif39i^E99XBy5PiSUSH 搭拓.. 
MBBMMK'ii!!-'! i- ^¾¾¾¾¾¾^¾¾ m--
W H i f c Z l ? ^ ^ ^ P 
— * * f B B ^ ^ ^ ^ i ^ <^^w::,4 W-
W25：公演，6由損助Open&F^ ree^ donations fe 九七年十«ttrc B m 9下纪三時大璃山52琪萊沙惹为 f-: 
W t h OrU>VKn: ^ 0 ( > 7 S u , x i « . v « p , » W r 
tftK.rr,..l.x.. 15c^v IJcx.cI^ ^V, f^ntm. Uilix,^  fe 
l»t«ya"/vv»�>v.t«il,,l«"«„„.l�Va“\,«rV_Un,i ^ 
^-<i-: 
•^、:.丨“巧^ ^^ ^^ ^^ ®^""^. ^^"^^m^^m^:mm^^mmmm^iK 
^ ：• • - • '.' -• ••• v.--. • 
: 痛 戮 感 
: • ' ? U i . . . . . e s T O ^ m I 令 々 、； 
:M 1 4 — f w |..,. ^ . ^ . 爿 
^ 4 ‘ ^ d ^ • 
〜：i 二 … ^Z^^i I 




• ••• "• •“ • •- -•- <. • _.-_-_-.-*-.re^-i- • ••- -.- .".z-.^-r-i-.. .- •.•%.. - . .-^xrrr.--j. -. --^Tr^.- 一-一： =•". - - '—- —-• ,• - ..• ‘， . • .--s »-. -=sr-- .-_vr-.-.-^  .-• .•.-••. -.'• - .-,.-,.¾.-¾.,-?. r ^iT« — -.-r-s--^-«»---^s -- ' • - - «^-
1 1 1 1 1 1 1 — 1 
e j ^ ^ y ^ j U | : 
H ^ ^ ^ ^ ^ ^ ^ ^ ^ B p ^ ： 
^ ^ ^ ^ ^ S | i 
M t t ^ ^ ^ e - j^'"" '"- - ^ f l H j 
_ |"^ -^ *^ nai^ _ „ - .^^mtgg^ \ 
•.T«vi,j<Ky;^ (,.».ta;y.jj_，;i”�,.jy.;_jg,�i.i,i,i,l_,jji_juaj4i .j jLaaw«jLViBi*>、"》，.vmjWMvUj.»j*tL¥TlM'ap^JVWl,iU"t_J»l, U. m __ti.UlB.,iv.mg:P.,J^VAJMMtagW*j~^-l<*~i.Vi~WM4^U^Mf*~^MM!J^ j^~v^ -^
Discography : 
東方紅/給九七代 




Living This Life (1987) 
民眾擁有力量 
People Have the Power (1989) 
連眾顛覆 ‘ 
Uniracial Subversion (1995) 
暴風雨前 
Before the Storm (1997) 
103 
References 
Adomo, T. W. 1990. “On Popular Music.，，In On Record: Rock, Pop and the 
Written Word, S. Frith and A. Goodwin, eds. London: Routledge. Pp. 301-314. 
and Eisler，H. 1979. "Eye, Ear and the Function of Music." In Marxism 
andArt: Essays Classic and Contemporary, M. Solomon (ed). Brighton: 
Harvester. Pp. 378-382. 
Anderson, B. 1983. Imagined Communities: Reflections on the Origin and Spread 
ofNationalism. London: Verso. 
Anderson, P. J. 1996. “Entropy and Popular Culture: Product Diversity in the 
Popular Music Recording Industry." American Sociological Review, Vol. 60, 
(Feb: 171-174). 
Appadurai, A. 1990. "Disjuncture and Difference in the Global Cultural 
Economy." Public Culture 2(2): 1-24. 
Attali, J. 1985. Noise: the Political Economy of Music. Minneapolis: University 
ofMinnesota Press. 
Bakhtin, M. M. 1981. The Dialogic Imagination. M. Holquist (ed. & trans.), 
Austin: University ofTexas Press. 
Balliger, R. 1995. “The Sound of Resistance." In Sounding Off! Music as 
Subversion/Resistence/Revolution, R. Sakolsky and F. W. H. Ho (eds). New 
York: Autonomedia. Pp. 13-28. 
Barthes, R. 1977. Image-Music-Text. Glasgow: Fontana. 
Baudrillard, J. 1983. In the Shadow of the Silent Majorities or, the End ofthe 
Social and Other Essays. P. Foss, J. Johnston and P. Patton, (trans.). New York: 
Semiotext(e). 
Becker, H. 1982. Art Worlds. Berkeley: University of California Press. 
Bell, D. 1976. The Cultural Contradictions of Capitalism. New York: Basic 
Books. 
Benj amin, W. 1973. "The Work of Art in the Age of Mechanical Reproduction." 
lnIlluminations, H. Arendt (ed.). London: Fontana. 
Bhabha, H. 1991. "Postcolonial Authority and Postmodem Guilt." In Cultural 
Studies, L. Grossberg, C. Nelson and P. Treichler (eds.). New York: Routledge. 
104 
Bloomfield, T. 1993. “Resisting Songs: Negative Dialectics in Pop." Popular 
Music, vol. 12/1: 13-31. 
Bookchin, M. 1974. Post-Scarcity Anarchism. London: Wildwood House. 
Bom, G. 1987. “On Modem Music Culture: Shock, Pop and Synthesis." New 
Formations 2. 
Burger, C. 1990. "Expression and Construction: Adomo and Thomas Mann." In 
ThinkingArt: Beyond TraditionalAesthetics, S. Morgan, A. Benjamin and P. 
Osbome (eds.). London: Institute of Contemporary Arts. 
Bumett, R. 1996. The Global Jukebox: the International Music Industry. 
London: Routledge. 
Clarke, J., Hall, S.，Jefferson, T. and Roberts, B. 1976. "Subcultres, Cultures and 
Class: a Theoretical Overview." In Resistance through Rituals: Youth Subcultures 
in Postwar Britain, S. Hall and T. Jefferson (eds). Pp. 9-74. 
Choi P K 1990. "Popular Culture". In The Other Hong Kong Report, Richard 
Y.C. Wong and Joseph Y.S. Cheng (eds.). Hong Kong: The Chinese University 
Press. 
Clarke, J. 1976. “Style.，，In Resistance through Rituals, S. Hall andJ. Jefferson, 
eds. London: Hutchinson. 
Deleuze, G. and Guattari, F. (1987) A Thousand Plateaus: Capitalism and 
Schizophrenia, B. Massumi (trans). Minneapolis: University ofMinnesota Press. 
du Certeau, M. 1984. The Practice of Everyday Life. S. S. Rendall, (trans.). 
Berkeley: University of California Press. 
du Gay, P. and K. Negus. 1994. “The Changing Sites of Sounds: Music Retailing 
and the Composition of Consumers." Media, Culture and Society, Vol. 16，Pp. 
395-413. 
Dunning, L. C. and N. A. Jones (eds.). 1994. Embodied Voices: Representing 
Female Vocality in Western Culture. Cambridge: Cambridge University Press. 
Eagleton, T. 1981. Walter Benjamin, or Toward a Revolutionary Literary 
Criticism. London: New Left Books. 
1985. "Capitalism, Modernism and Postmodernism." New Left Review, 
146. 
1990. The Ideology ofthe Aesthetic. Oxford: Blackwell. 
1996. The Illusions ofPostmodernism. Oxford: Blackwell. 
Erlmann, V. 1996. "The Aesthetics of the Global Imagination: Reflections on 
WorldMusic in the 1990s." Public Culture 8: 467-487. 
105 
Ferguson, R. 1991. "Introduction: Invisible Center." In Out There: 
Marginalization and Contemporary Cultures” R. Ferguson, M. gever, T. Minh-ha 
and C. West (eds). New York: The MIT Press. Pp. 9-18. 
Finnegan, R. 1989. The Hidden Musicians: Music-Making in an English Town. 
Cambridge: Cambridge University Press. 
Frith, S. 1978. The Sociology of Rock London: Constable. 
1981. Sound Effects: Youth, Leisure and the Politics ofRock 'n, Roll. 
New York: Pantheon. 
1988b. Facing the Music. New York: Pantheon. 
(ed.) 1989a. World Music, Politics and Social Change. Manchester: 
Manchester University Press. 
1991. "Anglo-America and its Discontents." Cultural Studies, 15: 263-
269. 
Garofalo, R. 1993. "Whose World, What Beat: the Transnational Music Industry, 
Identity and Cultural Imperialism." The World ofMusic 35(2): 16-32. 
Gillett, C. 1971. The Sound of the City. London: Sphere. 
Goodwin, A. 1990. "Popular Music and Postmodern Theory." Cultural Studies, 
174-195. 1 1 . 
1992. "Rationalization and Democratization in the New Technologies 
ofPopular Music." In Popular Music and Communication. J. Lull (ed.). Second 
Edition. London: Sage. Pp. 75-100. 
and J. Gore. 1990. World Best and Cultural Imperialism Debate. 
SocialistReview 20(3): 63-80. 
Gramsci, A. 1971. Selectionsfrom the Prison Notebooks. Q. Hoare and G. N. 
Smith, eds. London: Lawrence & Wishart. 
Grossberg, L. 1988. "Postmodemity and Affect: All Dressed Up With No Place to 
Go." Communications, 10-271-293. 
• "Putting the Pop Back into Postmodernism." In Universal Abandon. Pp. 
167-190. 
. 1992. We Gotta Get Out of this Place: Popular Conservatism and 
Postmodern Culture. New York: Routledge. 
Hakanen, E. A. 1996. "Counting Down to Number One: the Evolution of the 
Meaning ofPopular Music Charts." Popular Music, Vol. 15/3: 95-111. 
Hall, S. 1980. "Encoding/Decoding." In Culture, Media andLanguage, S. Hall, 
D: Hobson, A. Lowe and P. Willis (eds). London: Hutchison. Pp. 128-38. 
. 1982. “The Rediscovery of ‘Ideology，: the Retum of the ‘Repressed’ in 
Media Studies." In Culture, Society and the Media, M. Gurevitch, T. Bennett, J. 
Curran and J. Woollacott (eds). London: Menthuen. Pp. 56-90. 
106 
1992. "The Question of Cultural Identity." In Modernity and Its Futures. 
S. Hall et al., (eds.). Cambridge: Polity. Pp. 274-317. 
Harker, D. 1980. Onefor the Money: Politics and Popular Songs. London: 
Hutchinson. 
Harris, D. 1992. From Class Struggle to the Politics ofPleasure: the Effects of 
Gramscianism on Cultural Studies. London: Routledge. 
Hebdige, D. 1979. Subculture: the Meaning of Style. New York: Methuen. 
. 1988. Hiding in the Light: on Images and Things. London: Routledge. 
Hesmondhalgh, D. 1996. "Flexibility, Post-Fordism and the Music Industry." 
Media, Culture andSociety, Vol. 18: 469-488. 
Hooks, B. 1991. “Marginality as Site of Resistance." Jn Out There: 
Marginalization and Contemporary Cultures., R. Ferguson, M. gever, T. Minh-ha 
and C. West (eds). New York: The MIT Press. Pp. 337-341. 
Ip^ p. Y. 1994. The Uses ofSam Hui: an Investigation ofthe Formation of 
,Cuhuml Identity in Hong Kong. Unpublished M. Phil. Thesis. Hong Kong: 
CUHK. 
Kirschner, T. 1998. "Studying Rock: Toward a Materialist Ethnography." In 
Mapping the Beat: PopularMusic and Contemporary Theory, T. Swiss, J. Sloop 
and A. Herman (eds). Oxford: Blackwell. Pp. 247-268. 
Kristeva, J. 1993. Nations without Nationalism. L. S. Rondiez (trans.). New 
York: Columbia University Press. 
Laing，D. 1986. "The Music Industry and the ‘Cultural Imperialism' Thesis". 
Media, Culture andSociety, Vol. 8: 111-132. 
Lash, S. and J. Urry. 1994. Economics of Signs and Spaces. London: Sage. 
Lee, J. 1992. "All for Freedom: The Rise of Patrioticy^ro-Democractic 
Popular Music in Hong Kong in Response to the Chinese Student Movement." In 
Rocking the Boat: Mass Music and Mass Movement., R. Garofalo (ed). Boston: 
South End. 129-148. 
Lee, S. 1995. "Re-examining the Concept of the ‘Independent, Record Company: 
the Case ofWax Trax! Records." PopularMusic , Vol.14/1: 13-32. 
Lipstiz, G. 1986. Time Passages: Collective Memory and American Popular 
Culture. Minneapolis: University of Minnesota Press. 
Lopes, P. 1992. "Innovation and Diversity in the Popular Music Industry, 1969 
to 1990.，， American Sociological Review, vol. 57, (Feb: 56-71). 
107 
Manuel, P. 1988. Popular Music ofthe Non-Western World: an Introductory 
Survey. New York: Oxford University Press. 
Marcus, G. 1989. "We are the World?" In Zoot Suits and Second Hand Dresses: 
An Anthology ofFashion and Music, A. McRobbie (ed). London: Macmillan. Pp. 
276-282. 
Marcuse, H. 1964. One Dimensional Man. London: Abacus. 
McRobbie, A. 1986. Postmodernism and Popular Culture. London: Routledge. 
Middleton, R. 1990. Studying Popular Music. Mitten Keynes: Open University 
Press. 
Murdock, G. 1995. “Across the Great Divide: Cultural Analysis and the Conition 
ofDemocracy." Critical Studies in Mass Communication, 12: 89-100. 
Negus, K. 1992. Producing Pop: Culture and Conflict in the Popular Music 
Industry. London: Edward Arnold. 
Nehring，N. 1997. Popular Music, Gender, and Postmodernism: Anger is an 
Energy. California: Sage. 
Peterson, R . a n d D . Berger. 1975. "Cycles in Symbol Production: the Case of 
Popular Music." American Sociological Review, vol. 40 (Oct: 158-73). 
Pollert, A. 1988. "Dismantling Flexibility." Capital and Class 34: 42-75. 
Radway, J. 1984. Reading the Romance: Women, Patrirachy and Popular 
Literature. Chapel Hill: Carolina University Press. 
Rijven, S. 1989. "Rock for Ethiopia." In World Music, Polics and Social Change, 
S. Frith (ed). Oxford: Basil Balckwell. Pp. 199-204. 
Rojek, C. 1985. Capitalism andLeisure Theory. London: Tavistock 
Publications. 
Rosen, P. 1997. “，It Was Easy, It Was Cheap, Go Do It!, Technology and 
Anarchy 
in the UK Music Industry." In Twenty-First Century Anarchism: Unorthodox 
Ideasfor a New Millennium, J. Purkis and J. Bowen, eds. London: Cassell. Pp. 99-
116. 
Shapiro, D.; N. Abercromie; S. Lash and J. Urry. 1992. “Flexible Specialization in 
the Cultural Industries." In Regional Development and the Contemporary 
Industrial Response: Extending Flexible Specialization. H. Emeste and V. Meier 
(eds.). London: Belhaven. Pp. 179-194. 
108 
Shepherd, J. 1991. Music as Social Text Cambridge: Polity. 
Spivak, G. C. 1996. Selected Works ofGayatri Chakravorty Spivak. D. Landary, 
G. Maclean (eds). New York: Routledge. 
Straw, W. 1989. “Rock for Ethiopia." In World Music, Politics and Social 
Change, S. Frith (ed). Manchester: Manchester University Press. Pp. 204-9. 
1991. “Systems of Articulation, Logics of Change: Communities and 
Scenes in Popular Music." Cultural Studies 5(3): 368-388. 
Street, J. 1986. Rebel Rock: the Politics of Popular Music. Oxford: Basil 
Blackwell. 
Strinati, D. 1995. An Introduction to Theories ofPopular Culture. New York: 
Routledge. 
Tanenaum, S. J. 1995. Underground Harmonies: Music and Politics in the 
Subwayl ofNew York Ithaca & London: Comwll University Press. 
Tsing，A. L. 1993. In the Realm ofthe Diamond Queen: marginality in an Out-of-
the-Way Place. New Jersey: Princeton University Press. 
Tucker M 1991 "Director's Foreword." In Out There: Marginalization and 
Contemporary Cultures., R. Ferguson, M. Gever, T. Minh-ha and C. West (eds). 
New York: The MIT Press. Pp.7-8. 
Tumer, G. 1990. British Cultural Studies: An Introduction. London: Routledge. 
Tumer. S. M. X. 1995. Maximizing Rock and Roll: an Interview with Tim 
Yohannon." In Sounding Off! Music as Subversion/Resistence/Revolution, R. 
Sakolsky and F. W. H. Ho (eds). New York: Autonomedia. Pp. 181-196. 
Vickerman, R.W. 1980. The New Leisure Society—An Economic Analysis. 
Futures 10(3): 191-200. 
Wallis, R. and K. Malm. 1984. Big Soundfrom Small People: the Music Industry 
in Small Countries. London: Constable. 
Willis，P. 1978. Profane Culture. London: Routledge & Kegan Paul. 
Wise, S. 1990. "Sexing Elvis,，，In On Record: Rock, Pop and the Written Word, 
S. Frith and A. Goodwin, eds. London: Routledge. Pp 390-398. 
Wong, C. C , Alvin. 1997. The Making and Use ofPopular Music in Hong Kong. 
Unpublished M. Phil Thesis. Hong Kong: The University of Hong Kong. 
Wong, S. L.，Gabriella. 1992. A Study ofthe Variety ofCantonese Popular Songs 
in Hong Kong. Unpublished M. Phil. Thesis. Hong Kong: The Chmese 
University ofHong Kong. 
109 
Yudice, G. 1988. “Marginality and the Ethics of Survival." In Universal 
Abandon. 
中文參考資料： 
丁偉 1996. <面對九七衝擊香港傳播媒體的走向與挑戰〉.於中國大陸硏 
究，第39卷，第1期，H49-67. 
陳嘉玲，陳倩君1997. <序論：文化不過平常事〉.於 <情感的實踐：香港流行 
歌詞硏究〉.陳淸編.香港：牛津大學出版社.頁1-24. 
黃志華 1 9 9 0 . <粵語流行曲四十年〉.香港：三聯-
昔志偉 1 9 9 1 . <跨國唱片公司壟斷下之香港粤語流行樂壇〉.未經發表之碩 
士論文.香港：中文大學 
李金銓 1 9 9 0 . <傳播帝國主義〉.台北：久大文化股份有限公司. 
呂大樂 1 9 9 4 . <迷失於急劇轉變政治環境中的香港民眾運動〉.於香港社會 
科學學報.19树(4): 68-78. 
章嘉雯 1 9 9 0 . <擄改錯液赴考的一代：普及文化觀察〉.香港：青文書屋. 




- ‘• . , . ‘, . : • • •、：，‘ . • . , • � - • / • •. 
•,：. -'"/^ -,^ " -• ‘ l-^':'^' i..:'-r,:^/.^ .；.；,：•：!• V:v>.；；'-' ：‘ ,,.-- . , ,?• .- /, •'. . . 
.¾' • • , ‘ ：, '••"• ••••'.：. • • •••-.： ••'•.,  • .' • •- .. :.. • • • ‘ , • 
l;^•^••••^^^•-- ••  ： •： :•. . . . , : : . . . !'• • .‘ •, • . V • . . .. . • . , . 
;^'.. ...:.... ..-. ；. ‘ -
'丨.  ,. .. 
. : , ’ . . . . 
^ : . : . . . . . ‘ . . 、 . 
( . j . 
:: / 
w . ‘ 
:.:‘. . .. 
丨：...• ••••,. 
— . . . . • • 
(：： • • 、 
,：. ... .• -. ‘ !•' • ..: ‘ -...: ,.. ‘. 
i'. •. ： ‘ • 
f,! • . . . ‘ . -• . t.: ：••. •： ... • • ••-；• • . . ..,: . .- . ..•• . ... I. . 
I.:.: ,:.• :.: ,:: .:.,:•.•、.•._: :. _ , |.. ； .:, : •. • 
i;. . . . . .. . I . .:. ... ：• ：•• . .•.。： . .. .. • ., ；. •• I . .. - , • •； +••.:, :、•,.: “ ‘ ’ • . . • i'.r . . !• .. , : •  . ....•• •:.:: . -i:. ‘ . ‘ • .  I ••• .• •..••• . . ••• -
>;. -‘ .. ‘ ‘.• . . -. - .; • - • - ； . --' .：. . . . • • 
f . _..:. •.:, . . •• ‘•..• . •; ... . , .- .' ‘ . -.. ,. , . . • . '. . •'•,• ,. , v-：：,：^：v;；•v；^^：¾ -.,/::v. ：.：.：•' ：；,/,.•….:.：「.:： ： .. ：.:.. ,.. . •“；.…. 》•:.:.::"::•:.:...:.:(:•..:',:: • '^-V '.>"^.' \S.-V:;"r-^n'.-Sv .''--^ ,;:-.''.:- -.••-•.••. -'^-^''. •- ：•：•. .:,,.:.•..:.:.,: .、. ： -.. 、..  ... . , .:.,.,.- •.: 
I 
CUHK L i b r a r i e s 
_ _ l l _ l l 
DD3723Hbb 
